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Mass in B Minor BWV 232.4 

Johann Sebastian Bach (1685–1750)
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  1. Kyrie eleison
  2. Christe eleison
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  4.  Gloria in excelsis Deo
  5.  Et in terra pax
  6.  Laudamus te
  7.  Gratias agimus tibi
  8.  Domine Deus/Domine Fili
  9.  Qui tollis peccata mundi
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TEXT & TRANSLATION

 1. Kyrie eleison.

 2. Christe eleison.

 3. Kyrie eleison.

 4. Gloria in excelsis Deo,

 5. et in terra pax hominibus bonæ voluntatis.

 6. Laudamus te, benedicimus te, adoramus te,  
glori�camus te.

 7. Gratias agimus tibi propter magnam gloriam tuam.

 8. Domine Deus, rex cœlestis, Deus Pater omnipotens, 
Domine Fili unigenite, Jesu Christe altissime, Domine 
Deus, Agnus Dei, Filius Patris.

 9. Qui tollis peccata mundi, miserere nobis, qui tollis 
peccata mundi, suscipe deprecationem nostram.

 10. Qui sedes ad dexteram Patris, miserere nobis,

 11. quoniam tu solus sanctus, tu solus Dominus, tu solus 
altissimus, Jesu Christe,

 12. cum Sancto Spiritu in gloria Dei Patris, amen.

Lord, have mercy.

Christ, have mercy.

Lord, have mercy.

Glory to God on high,

and on earth peace to persons of good will.

We praise you, we bless you, we worship you, we glorify 
you.

We give you thanks on account of your great glory.

Lord God, heavenly king, God Father almighty, Lord only 
begotten Son, Jesus Christ most high, Lord God, Lamb of 
God, Son of the Father.

You who take away the sins of the world, have mercy  
on us; you who take away the sins of the world, accept our 
prayer.

You who sit at the right [hand] of the Father, have mercy  
on us,

for you alone are holy, you alone are Lord, you alone are 
most high, Jesus Christ,

with the Holy Spirit in the glory of God the Father, amen.

I. MISSA

II. SYMBOLUM NICANEUM

 13. Credo in unum Deum;

 14. Credo in unum Deum, Patrem omnipotentem, factorem 
cœli et terræ, visibilium omnium et invisibilium.

 15. Et in unum Dominum Jesum Christum, Filium Dei 
unigenitum, et ex Patre natum ante omnia sæcula, 
Deum de Deo, lumen de lumine, Deum verum de Deo 
vero, genitum non factum, consubstantialem Patri; per 
quem omnia facta sunt, qui propter nos homines et 
propter nostram salutem descendit de cœlis,

 16. et incarnatus est de Spiritu Sancto ex Maria Virgine et 
homo factus est.

 17. Cruci�xus etiam pro nobis sub Pontio Pilato, passus et 
sepultus est,

I believe in one God;

I believe in one God, the Father almighty, maker of heaven 
and earth, of all things, seen and unseen.

And [I believe] in one Lord, Jesus Christ, the only begotten 
Son of God, born of the Father before all the ages, God 
from God, light from light, true God from true God, 
begotten, not made, of one substance with the Father; 
through whom all things were made, [the Son] who 
on account of us human beings and on account of our 
salvation, came down from the heavens,

and was embodied in �esh, from the Holy Spirit, of the 
Virgin Mary, and was made a human being.

He was also cruci�ed for us under Pontius Pilate; he 
su�ered [on the cross] and was buried,
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 18. et resurrexit tertia die secundum scripturas; et ascendit 
in cœlum, sedet ad dexteram Dei Patris; et iterum 
venturus est cum gloria judicare vivos et mortuos, 
cujus regni non erit �nis.

 19. Et in Spiritum Sanctum, Dominum et vivi�cantem, qui 
ex Patre Filioque procedit, qui cum Patre et Filio simul 
adoratur et glori�catur, qui locutus est per Prophetas; 
et unam sanctam catholicam et Apostolicam Eccelsiam.

 20. Con�teor unum baptisma in remissionem peccatorum,
   et expecto resurrectionem mortuorum; 

 21. et expecto resurrectionem mortuorum et vitam venturi 
sæculi, amen.

and rose again on the third day in accordance with the 
scriptures, and ascended into heaven, sitting at the right 
[hand] of God the Father; and he will come again with 
glory to judge the living and the dead, of whose reign 
there will be no end.

And [I believe] in the Holy Spirit, the Lord and giver of 
life, who proceeds from the Father and the Son; who is 
worshiped and glori�ed together with the Father and the 
Son, [the Spirit] who spoke through the Prophets; and [I 
believe in] one holy, world-wide, and Apostolic Church.

I confess one baptism for the forgiveness of sins, and I 
look forward to the resurrection of the dead; 

and I look forward to the resurrection of the dead and the 
life of the age to come, amen.

III. SANCTUS

Holy, holy, holy Lord God of Hosts, heaven and earth are 
full of his glory.

 22. Sanctus, sanctus, sanctus Dominus Deus Sabaoth, 
pleni sunt cœli et terra gloria ejus.

IV. OSANNA, BENEDICTUS, AGNUS DEI, ET DONA NOBIS PACEM

Hosanna on high.

Blessed is he who comes in the name of the Lord.

Hosanna on high.

Lamb of God, you who take away the sins of the world, 
have mercy on us. Lamb of God, you who take away the 
sins of the world, have mercy on us.

[Lamb of God,] Grant us peace.

 23. Osanna in excelsis.

 24. Benedictus qui venit in nomine Domini.

 25. Osanna in excelsis.

 26. Agnus Dei qui tollis peccata mundi, miserere nobis. 
Agnus Dei qui tollis peccata mundi, miserere nobis.

 27. Dona nobis pacem.

Scan or go to  
www.bachcantatatexts.org/BWV232.4  

for an annotated translation.

— Translation by Michael Marissen and Daniel R. Melamed
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When you purchased a ticket for this performance, it’s likely 
that you had a clear idea of what you would hear: J. S. Bach’s 
Mass in B Minor BWV 232.4. But if somebody asked you “What 
is that?” what would you answer? �e question turns out to 
be more di�cult than it seems; at the very least there have 
been many di�erent answers over the years and something 
to learn from each of them.

1. “Die grosse catholische Messe” (�e large [or great] 
catholic Mass)
�is is how the work was �rst referred to in print, in the 
catalogue of the estate of Carl Philipp Emanuel Bach 
published in 1790 just a�er his death. Emanuel had inherited 
the autograph score of the work from his father, and he 
both valued it and understood that it represented some of 
Sebastian’s best work. He performed an arrangement of the 
“Credo” in a bene�t concert in 1786 whose program, featuring 
music by Georg Friedrich Handel, J. S. Bach, and himself was 
meant to demonstrate his father’s place in German musical 
history and his ability to write works in the aesthetic category 
of the sublime.

What did he mean by calling it “the large [or great] catholic 
Mass?” �e word “grosse” here could refer to the work’s 
stature, but is just as likely to point to its length and to 
its encompassing of all �ve movements of the so-called 
Ordinary of the Mass, meaning the textual portions of the 
liturgy that were common to every celebration as opposed 
to those (Propers) that varied for each liturgical occasion. 
�is was in contrast to most pieces labeled “Messe” in the 
Lutheran tradition, which included settings just of the �rst 
two portions (the “Kyrie eleison” and “Gloria in excelsis Deo”), 
not the “Credo,” “Sanctus,” or “Agnus Dei.”

�e word “catholic,” pointedly spelled with a lowercase “c,” 
almost certainly did not refer to what is now generally called 
the Roman Catholic Church under the authority of the Pope. 
(Lutherans tended to refer to this institution as “Roman” or 
“papal,” usually with an implicit or explicit characterization 
of it as errant and heretical at best.) Here the term means 
universally Christian, inclusive of all Western Christendom. 
�is points up the problem behind the o�en-asked question 
“Why did Bach, a Lutheran, compose a Catholic Mass?” �e 
answer, for many reasons, is that he didn’t; C. P. E. Bach’s 
label of small-c “catholic” points to a di�erent understanding 
of the confessional identity of the work.

2. “Das grösste musikalische Kunstwerk aller Zeiten und 
Völker” (�e greatest work of musical art of all times and 
all peoples)

�is is how the Swiss music publisher Hans Georg Nägeli 
described the work in 1818 in an advertisement seeking 
subscribers to the �rst published score of the work. Nägeli 
had acquired the autograph score from C. P. E. Bach’s estate 
in 1805, and spent decades attempting to see it into print. 
He �nally succeeded, in 1833, in publishing the “Kyrie” 
and “Gloria”; the remainder appeared only in 1845. In that 

advertisement Nägeli quoted an earlier writer who had 
similarly described the Mass as “the masterpiece of the 
greatest of all composers.” 

We might be a little more hesitant today to claim such 
universality (“all peoples”), or to proclaim the absolute 
greatness of any �gure, even Bach. But language like this from 
the early nineteenth century is unsurprising, and hints at a 
growing sense of German national identity, at a �rm belief in 
the progress of music over time to a state of perfection, and 
at thriving centers of Bach cultivation (particularly in Berlin 
and Hamburg) in the years a�er his death—even as so much 
of his music, including the Mass in B Minor, was not widely 
available in print.

�e Mass had circulated in manuscript copies in the second 
half of the eighteenth century, and we know that both 
Haydn and Beethoven studied the work. So the piece was 
known to connoisseurs and musical professionals, but only 
by reputation by the larger musical public. By the time it 
was �nally published in 1833/45, and again in 1856 in the 
new complete edition issued by the Bach Gesellscha�, the 
groundwork had already been laid for its reception. Since 
then it has hardly given up its status at the pinnacle of Bach’s 
output, and—for many—at the summit of Western music.

3. �e culmination of Bach’s work, and his musical testament
�e tendency of nineteenth-century musical biography to 
regard a composer’s musical output as personal expression 
found a place in the telling of Bach’s life, and the Mass in B 
Minor played a signi�cant role. An accumulation of features 
all seemed to point to the work as some kind of culminating 
artistic statement. For Bach’s great nineteenth-century 
biographer Philipp Spitta, this was tied to Bach’s faith. Spitta 
wrote that “�e B minor mass exhibits in the most absolute 
manner and on the grandest scale, the deep and intimate 
feeling of its creator as a Christian and a member of the 
Church.” He went further to place Bach and the Mass at the 
apex of advocacy for Lutheranism: “It was [Bach’s] vocation 
to produce the most thoroughly objective—because the 
latest—the purest and most glori�ed image of the spirit of 
the reformed church ... in his B minor mass.”

Spitta dated the Mass around 1738, regarding Bach’s cycle of 
cantatas based on Lutheran hymns as his �nal statements on 
music and faith. Modern scholarship has come to understand 
that the Mass in B Minor was, in fact, among Bach’s very last 
projects, and certainly his last large one, dating from the last 
year of his life and at a time when his mortality must have 
been increasingly evident. Paradoxically, this most scienti�c 
of discoveries, based on the examination of paper and 
handwriting, may have come to support the idea that the 
Mass was Bach’s �nal musical statement, and by implication 
a special one.

It is broadly regarded as his greatest work whatever its 
chronology. Spitta went so far as to write “But though all of 
Bach’s compositions might be lost, still the B minor mass, 

What, exactly, is the Mass in B Minor?
Daniel R. Melamed
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even to the remotest future, would bear witness to the artist’s 
greatness with the weight of a divine revelation.” Note the appeal 
to the future, a clear echo of Nägleli’s “all times.” �e only work 
with which it might be compared, wrote Spitta, was Handel’s 
Messiah, a view anticipated by Philipp Emanuel Bach in his 1786 
concert that put the “Credo” next to “I know that my redeemer 
liveth” and the “Hallelujah” chorus.

And given that the work was largely assembled by the 
reworking of movements Bach had composed across the 
whole of his career, from the “Cruci�xus” based on a cantata 
movement dating from 1714 to choral movements from the 
1730s, alongside a couple of newly composed pieces, some 
have imagined Bach si�ing through his output and choosing the 
best material to incorporate into this grand project. �ere might 
be some merit to this view; certainly in assembling the Mass 
Bach turned to his most impressive setting of the “Kyrie” and 
“Gloria” (a 1733 work presented to the Dresden court) and his 
most elaborate setting of the “Sanctus.” But to what degree the 
Mass can be read as a personal statement is open to question.

4. A musical sampler or specimen book
In more recent times many analysts have preferred to focus on 
the enormous musical variety displayed in the Mass in B Minor. 
Its movements range from those in ancient style, like the “Credo 
in unum Deum” and “Con�teor unum baptisma,” in Palestrina 
style and incorporating chant; to the most modern, like the 
galant “Domine Deus/Domini Fili” or the thoroughly progressive 
and harmonically startling �rst setting of the words “Et expecto 
resurrectionem mortuorum.” 

Some movements, like the “Gratias agimus tibi” and nearly 
identical “Dona nobis pacem” combine the old and the new. 
�e opening “Kyrie eleison” is a modern concerto movement 

seamlessly merged with fugal vocal writing; the second “Kyrie 
eleison” is in old style but with a very modern musical subject. 
�e “Cruci�xus” is an ostinato movement with a repeating 
lament bass line, clearly backward-looking; the “Laudamus te” 
is a virtuosic piece for soprano and solo violin that would have 
been up to date at any musically progressive court.

�ere are aria-like pieces for every voice and every sort of 
instrument, trumpet-and-drums movements, solos, duets, 
choruses—almost every kind of music making one can think of. 
From this point of view the work does represent a cross-section 
of compositional possibilities. Whether this is what Bach was 
out to demonstrate is, of course, unknowable. (For my part, I 
have argued that one of his points in the work is to show how 
the two kinds of music that found a place in church music of 
the time—the old style and the new—could be reconciled in 
several ways.) At the very least, this approach gives the listener 
something to focus on in a performance.

5. A collection of Mass Ordinary settings each suited to the 
Lutheran liturgy

One of the things that the Mass in B Minor was not called until well 
a�er its composition was, in fact, “�e Mass in B Minor.” We have 
seen that C. P. E. Bach did not call it that, and even Philipp Spitta, 
writing in the second half of the nineteenth century, called it the 
“B minor mass” to distinguish it from the “A major mass,” the “G 
minor mass,” and other settings, and not necessarily to grant it 
the status that its common name suggests today.

�e idea that this piece is a uni�ed “work” with a name is 
more recent, but it has not been universally accepted. 
Perhaps the most notorious objection came from twentieth-
century Bach scholar and theologian Friedrich Smend, who 
was the editor of this music for the Neue Bach-Ausgabe (NBA), 

Ruff day?

RADIO 90.9FM    |    LIVE STREAM WETA.ORG    |    APP 
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Daniel R. Melamed is professor emeritus of musicology at the Indiana University Jacobs 
School of Music. His book Hearing Bach’s Passions (Oxford University Press) now in an updated 
paperback edition, is designed for general readers and discusses Bach’s passions today against 
the background of their presentations in the eighteenth century. His most recent book, Listening 

to Bach: �e Mass in B Minor and the Christmas Oratorio (Oxford), also for general readers, takes 
up issues of listening and is illustrated with many recorded examples.

the critical scholarly edition published a�er World War II. 
Smend’s Lutheran orientation and his inability to accept 
the �ndings of Bach scholarship in the 1950s (which turned 
the assumptions about what Bach composed when upside 
down) combined to shape a contrarian view of the work.

Or, of the “not-work,” because Smend did not regard this 
music as a “piece.” �is view is strikingly illustrated in his title 
page for the NBA. It lists the four sections of the contained in 
the volume, following the four title pages Bach prepared for 
his autograph score:

1. Missa [Kyrie and Gloria]
2. Symbolum Nicenum [Credo]
3. Sanctus [Sanctus and Pleni sunt cœli]
4. Osanna, Benedictus, Agnus Dei et Dona nobis pacem

�is was all in large print, as you would expect for a title page. 
But underneath, in tiny type, was “genannt: Messe in h-moll” 
(known as: Mass in B minor). �e message was clear: Smend 
regarded this not as a “work” but as a collection of music 
covering the Mass Ordinary but with no attempt at unity. 
As he wrote, it was “not only a historical misunderstanding 
but also an artistic misapprehension to speak of a ‘Mass in 
B Minor’ ... and to perform all the movements from Kyrie to 
Dona nobis pacem one a�er the other” (transl. J. Brokaw II).

Smend regarded each section, with its distinct scoring, as an 
independent piece with a place in the Lutheran liturgy. He 
was not wrong. �e “Kyrie” and “Gloria,” though long for their 

type, resembles other Lutheran Mass settings, including 
Bach’s own. �e “Sanctus” was adapted from a liturgical 
setting Bach had composed for Leipzig—again, larger in 
scoring than was typical, but entirely conventional in its 
presentation of the “Sanctus” and “Pleni sunt cœli.” 

�e Symbolum Nicenum (Credo) was much less o�en 
presented in concerted music, with voices and instruments 
in multiple movements. But recently a printed church text 
came to light that shows that Bach’s predecessor as music 
director in Leipzig, Johann Kuhnau, performed a setting of the 
“Credo” in a regular Sunday service, evidently in place of the 
usual cantata. �is suggests a plausible context for a work 
like Bach’s. (Recall that C. P. E. Bach thought this music could 
stand on its own when he performed it in 1786, preceded 
by a short instrumental sinfonia of his own invention.) �e 
remaining movements (Part 4) are plausible as communion 
music; these texts are speci�ed in Luther’s liturgy.

But the fact remains that Bach assembled these sections 
in one composite manuscript and through-numbered its 
sections, and that it was transmitted as a unit and regarded 
as a single work by his son, who was in a position to know 
his father’s views. Maybe the lesson here is that we are 
misguided in insisting that this is either a single work or a 
group of loosely related pieces. We can consider the Mass 
in B Minor to be anything we like, but can learn a lot by 
considering the various ways it has been regarded over the 
centuries.
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With consummate poise, limpid clarity, and faultless intonation” (Washington Classical Review), soprano 
AMY BROADBENT has garnered recognition as a vibrant and versatile musical force. Amy has performed 
as a soloist for the Oregon Bach Festival, Staunton Music Festival, Bach Choir of Bethlehem, Washington 
National Cathedral, Washington Bach Consort, �e �irteen, and the Folger Consort. She created the role 
of Sebastian in Scott Ordway’s �e Outer Edge of Youth, her recording of which was acclaimed by Opera News 
(Critic’s Choice), Gramophone, and BBC Music Magazine. Other stage roles include Pamina (Die Zauber�öte), 
Bastienne (Bastien und Bastienne), Papagena (Die Zauber�öte), Johanna (Sweeney Todd), La Statue Animée 
(Pygmalion), Josephine (HMS Pinafore), and Elsie (�e Yeoman of the Guard). She is a founding member of vocal 

quartet �e Polyphonists. A multi-faceted musician, Amy’s compositions and arrangements have been performed at the White 
House, Washington National Cathedral, and Basilica of the National Shrine, and broadcast nationally. As assistant conductor 
for the Victorian Lyric Opera Company, her conducting was hailed as “stellar … a balletic piece of choreography” (Ruby Gri�th 
Award). She is the Assistant Conductor of the US Navy Band Sea Chanters, the o�cial chorus of the US Navy. Amy holds degrees 
in both voice and conducting from the University of Maryland. amy-broadbent.com

An active choral artist, CHELSEA HELM appears regularly with Seraphic Fire, the Santa Fe Desert Chorale, 
True Concord Voices & Orchestra, �e �irteen, Upper Valley Baroque, and Conspirare, with whom she 
was nominated for 2020, 2022, and 2023 Grammy awards for Best Choral Album. She has also appeared 
with Artefact Ensemble, Vocal Arts Ensemble Cincinnati, Kinnara, the Carmel Bach Festival, the Oregon 
Bach Festival, the American Soloists Ensemble, the Voices of Ascension, Bach Vespers at Holy Trinity, the 
Charlotte Bach Festival, Spire Chamber Ensemble, the Benedict XVII Ensemble, and the Concordia Chamber 
Players. �is is her début concert with the Washington Bach Consort. chelseahelmsoprano.com

MEET THE SOLOISTS

DANA MARSH, Artistic Director
DR. DANA T. MARSH is Artistic Director of the Washington Bach Consort, a role he 
has held since 2018. In that capacity, he shapes the Consort’s artistic vision through 
careful season design, multi-year projects, and major choral-orchestral works, bringing 
historical repertoire into vivid, communicative focus for contemporary audiences. Under 
his leadership, the ensemble has expanded its artistic reach and national pro�le. As �e 
Washington Post has observed, Dana “has honed a company that could go head-to-head 
with period-performance ensembles anywhere.” 

His work is guided by a vocally aligned, text-forward approach grounded in historical 
sources, rhetoric, and context. He cultivates a distinctive choral-instrumental sound 
marked by clarity of diction, rhythmic vitality, and eloquence of phrasing—qualities that 
come fully into view in Bach’s Mass in B Minor, a crowning achievement of the choral 
tradition and a �tting culmination of the Consort’s 2025–2026 season. 

Educated as a musician-scholar, Dana Marsh began his musical training as a boy chorister 
at St. �omas Choir School in New York and at Salisbury Cathedral in the United Kingdom. 

He earned his undergraduate degree in organ performance from the Eastman School of Music and completed master’s and 
doctoral degrees in historical musicology at the University of Oxford. Alongside his work in Washington, he is Professor of 
Music and Director of the Historical Performance Institute at the Indiana University Jacobs School of Music and serves as 
General Editor of the Historical Performance book series with Indiana University Press. 

Before focusing primarily on conducting, Dana enjoyed an international career as a countertenor and consort singer—
experience that continues to inform his work on the podium. Re�ecting the singer’s ear that still informs his approach, the 
Los Angeles Times praised him early on as a countertenor who “gave object lessons in vocal ornamentation.” He performed 
as a soloist and core member of the Choir of New College, Oxford, recording ��een discs, including a Gramophone Award-
winning release, appearing also with the Academy of Ancient Music, Orchestra of the Age of Enlightenment, European Union 
Baroque Orchestra, and the New York Collegium under Gustav Leonhardt. 

Dana Marsh has appeared as a guest conductor with leading early-music ensembles in the US and abroad. Most recently, 
in December 2025, he served as guest conductor in four performances of Handel’s Messiah, leading the Choirs and Baroque 
Orchestra of Washington National Cathedral. Other collaborations have included the Choir and Baroque Orchestra of Trinity 
Wall Street, Bach Collegium San Diego, Cappella Romana, the Lamèque International Baroque Festival, and the Portland 
Baroque Orchestra. 

Across his work with the Washington Bach Consort, Dana Marsh’s leadership is oriented toward long-term ensemble 
development and performances shaped by expressive immediacy, intellectual rigor, and a joyous spirit of shared discovery.
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JAMES REESE sings with a voice �e Washington Post praised as “bright, agile, and full of heart.” Known 
for expressive immediacy and connection to text, he brings eloquence and intimacy to repertoire 
spanning from Bach to the present day. A distinguished interpreter of Baroque and early music, James 
has earned acclaim for performances described as “splendid” (San Francisco Chronicle) and “captivating” 
(Broad Street Review). He appears regularly with many of North America’s leading period ensembles, 
including Tafelmusik, American Bach Soloists, �e Sebastians, Philharmonia Baroque Orchestra, and the 
Washington Bach Consort. Reviewing a recent concert with Tafelmusik, Ludwig Van Toronto (Toronto’s 
chief music critic) wrote that James Reese possesses “the ideal instrument for the Baroque genre: beauty 
of tone, purity of sound, sure�re agility, and �rm technique.” In 2026, James will release a new album of 
French airs with lutenist Brandon Acker, followed by a US tour of the program. Upcoming engagements include the Grand 
Rapids Symphony, Tucson Symphony, and Victoria (Canada) Symphony, as well as return appearances with Early Music 
Vancouver, the Seattle Bach Festival, Colorado Bach Ensemble, Bach Collegium San Diego, and Baroque Music Montana. 
He is a graduate of Northwestern University’s Bienen School of Music and holds a master’s degree from the Yale School of 
Music. He lives in Philadelphia with his wife Natalie and their dog, Ivy. jamesreesetenor.com

TALKING BACH
Talking Bach is a free pre-concert lecture by noted Bach scholar Michael Marissen  

and is open to all concert ticket holders. �e lecture focuses not only on the 
musical elements of the works that will be performed, but also on the historical 

context in which the music was created. �ese talks are designed to enhance the 
concertgoers’ appreciation and enjoyment of the music they are about to hear. 

MICHAEL MARISSEN, the Daniel Underhill Professor Emeritus of Music, retired from 
Swarthmore College a�er a distinguished career that began in 1989. He has also served 
as a visiting professor on the graduate faculties at Princeton University and the University 
of Pennsylvania and has been a lecturer for the Washington Bach Consort for nearly three 
decades. His notable publications include �e Social and Religious Designs of J.S. Bach’s 
Brandenburg Concertos (Princeton, 1995), Lutheranism, Anti-Judaism, and Bach’s St. John Passion: 
With an Annotated Literal Translation of the Libretto (Oxford, 1998), An Introduction to Bach 
Studies (Oxford, 1998; with Daniel R. Melamed), Bach’s Oratorios: �e Parallel German-English 
Texts with Annotations (Oxford, 2008), Bach & God (Oxford, 2016), and Bach against Modernity 
(Oxford University Press, 2023). With Daniel Melamed, he is also translating and annotating 
all the librettos that Bach set to music, freely available at BachCantataTexts.org.
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JONATHAN WOODY is a versatile and dynamic musician who maintains an active schedule as a performer 
and composer in New York and across North America. Cited by �e Washington Post for singing “with 
resonance and clarity,” he is in demand as a bass-baritone soloist, appearing regularly with historically 
informed orchestras, including the Washington Bach Consort, as well as the Boston Early Music Festival, 
Apollo’s Fire, Paci�c MusicWorks, Bach Collegium San Diego, Trinity Baroque Orchestra, and New York 
Baroque Incorporated. In the 2021–2022 season, he was Artistic Advisor for the Portland Baroque 
Orchestra, curating a program of 17th-century German music for voices and orchestra. An accomplished 
chamber musician, Jonathan o�en performs as a member of the Grammy-nominated Choir of Trinity 
(Wall Street). He has also recently performed in collaboration with Kaleidoscope Ensemble, Les Délices, 
Seraphic Fire, Byron Schenkman and Friends, and TENET Vocal Artists. As a sought-a�er new music proponent, Jonathan has 
participated in premiere performances of several leading composers’ works, including Ted Hearne’s �e Source (2014), Ellen 
Reid’s p r i s m (2019 Pulitzer Prize-winner), Missy Mazzoli’s Breaking the Waves (NYC premiere, 2018), and Du Yun’s Angel’s 
Bone (2017 Pulitzer Prize-winner).  athloneartists.com/artists/jonathan-woody

Recognized for her “velvety legato and embracing warmth of sound” (Washington Classical Review) and 
“lyric-mezzo of uncommon beauty” (�e Washington Post),  mezzo-soprano KRISTEN DUBENION-SMITH 
enjoys an active performing career in oratorio and sacred vocal chamber music, specializing in music of 
the medieval, renaissance and baroque eras. As a concert soloist, Kristen has earned recognition for her 
performances of the works of the high baroque, especially Bach and Handel. Highlights from recent seasons 
include Bach’s St. Matthew Passion with the Washington National Cathedral Baroque Orchestra, Handel’s 
Messiah with the Tallahassee Symphony Orchestra, and Bach’s Christmas Oratorio with �e Washington 
Bach Consort. She also sings on the 2021 Grammy-winning recording of �e Prison by Ethel Smyth with 
the Experiential Orchestra and welcomes a new album release with Ensemble Altera, Feminine Voices 
at Christmas, on Alpha Classics. In the fall of 2016, Kristen Dubenion-Smith joined the Choir of Men and Boys/Girls at the 
Washington National Cathedral as the �rst woman to be o�ered a position in this choir. She had previously served as cantor 
since 2011. Her 2026–2027 solo engagements include performances with �e Folger Consort, �e �irteen, �e Tallahassee 
Symphony, TENET Vocal Artists, Shenandoah Valley Bach Festival, Bach in Baltimore, Choralis, �e Asheville Symphony, and 
�e Washington Bach Consort. www.kristendubenionsmith.com
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† In memoriam

Angels: $25,000+
Anonymous
Paul M. Angell Family Foundation
Barbara Banko� & Robert Crandall
Margarita (Ari) Brose
�e Morris and Gwendolyn Cafritz 

Foundation
DC Commission on the Arts and 

Humanities
Tamera Luzzatto & Alpheus Fair
Helen McConnell
�e Millstream Fund
National Capital Arts and Cultural A�airs 

Program
Prof. Klaus Nehring & Dr. Yang-Ro Yoon
�e Honorable & 

Mrs. John D. Rockefeller IV

Trustees: $15,000+
Anonymous
Robert Beizer & Janet Risseeuw
Mary Ann Gardner
Margaret Colgate Love
Suzanne R. & Robert L. McDowell Jr.
William B. Munier & Laurinda L. Rohn
National Endowment for the Arts
Sally L. Wells

Conductors: $10,000+
Anonymous (2)
Richard & Beth Ayres
Maygene & Steve Daniels
Shannon & Jim Davis
Bruce Maza
Hope P. McGowan
Tom Morante & Marianne Splitter
Charles Reifel & Janie Kinney
Drs. Richard & Elisabeth M. Waugaman

Directors: $5,000+
Anonymous
Toni Codinas
David & Katherine Flaxman
T. Michael & Erna Kerst
Cathy & Mark Knepper
W. Lynn McLaughlin & David L. Webb
Dr. Ranit Mishori & Mr. John Donvan
Mr. Je�rey Mora, 

in memory of Ms. Wendy Fuller-Mora
Paul Murray
Eliza Nagle
Ms. Deborah Papier
Lilian M. Penna
Mark & Jean† Raabe
Mark Solomons, 

in memory of Jill Kent
Herbert & Judith Weintraub

Artists: $2,500+
Janet Bickel
Dr. O. Robert Brown Jr.
C. John & Janet C. Buresh
Capitol Hill Community Foundation
Ellen & Michael Cronin
Gretchen & Doug Davies
Dimick Foundation
Ms. Joan Filson
Mrs. Frederick Hart
Stephen Higley
Debra Kra� & Rob Liberatore
Alexandra & �omas MacCracken
Dr. Brian R. McNeill & Kathryn McKenzie
Julia O’Brien,  

in memory of Marian J. O’Brien
Mr. John A. Purnell
Paul Rabin
Donald & Lydia Rice
James McKim & Susan Symington
Dorothy B. Wexler
Anita L. Woehler

Patrons: $1,000+
Anonymous
Admiral & Mrs. Charles Abbot
Nancy Brose
Mike Buckley & Joellen Brass�eld
Philip Cave 

�e Washington Bach Consort honors the members of the 

1685 Society

Betty J. Beard†
Robert Beizer & Janet Risseeuw 

Heidi Byrnes
David P. & Margaret Condit

Shannon & Jim Davis
Susan Dillon

Sharrill Dittman
Marilyn Wong Gleysteen

Neil Graham
Jill E. Kent† & Mark E. Solomons

Dr.† & Mrs. J. Reilly Lewis
Tamera Luzzatto 
Helen McConnell

Dr. Brian R. McNeill & Kathryn McKenzie
E. Wayne Merry

Tom Morante & Marianne Splitter
William B. Munier & Laurinda L. Rohn

Julia O’Brien

Michael Ochs
Bradley & Martha Olson

Laura E. Phillips†
Charles Reifel & Janie Kinney
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†

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. 

Members of the 1685 Society have made a planned gi� through a will,  
revocable trust, retirement plan, or life insurance policy.

April 10, 2025 – April 10, 2026

The Washington Bach Consort wishes 
to thank its generous donors: 
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Alan F. Co�ey & Janet S. Potts
Mr. Richard Daniels
John & Karen Dansby
Ms. Christine Dieterich
Edward Eagles
Mr. Marc Eisenberg, 

in honor of Anna Karavangelos
Barry & Joyce Eisenstein
Pauline Farmer
Linda Fienberg & Je�rey Bauman
Major Joseph J. Francis
Marilyn Wong Gleysteen, 

in honor of Dr. Michael Marissen
Neil E. Graham,  

in memory of Anthony Chanaka
Judith Gray
Jeanette Hantke 
Martha Harris
�eodore Hirt
Miller Raymond Honeycutt,  

in memory of Alice Fischer
Susan Joseph
Roxane Kaufman & Neal Fitzpatrick, 

in honor of Chuck Reifel & Janie Kinney 
Charles L. Kinney
David A. Klaus, 

in honor of Dana Marsh
Ms. Lynne Klimmer
Christopher Koontz
David & Becky Legge
Dr.† & Mrs. J. Reilly Lewis
Robert Marcus
Rosemary & Stan Marcuss
Dana Marsh, 

in memory of Peter R. Marsh
Mary Lynne Martin
Susan McCloskey
E. Wayne Merry
Deborah Meshulam & Andrew Becker 
Dan & Pat Moore
Michael J. Ochs
Bradley J. Olson, K.N.O. & Martha A. Olson 
Barbara Piquet Villafranco,

in memory of Ronald Villafranco 
Frances H. Pratt
Bill & Annette Reilly
Peter D. & Connie Robinson
Linda & Richard Roeckelein
Judah L. Rosner,

in memory of Kay Chernush
Mr. Jason Rylander
Dr. Diane Sauter 
Liz Savage
Francesco Scattone
Robin & Andreas Schneider
Karen Schuiling
Mr. Richard Skarnes
Harvey Sohnen & Kathleen Meagher, 

in honor of Marc Eisenberg
Irene M. Solet & Adam C. Powell III 
Joanne Sten
Catherine Ann Stevens
Keiko Stusnick
Mr. Brenan Swarz
Tammi �omas
Mr. Kevin Tidemann
Lynn Trundle
Frederik van Bolhuis
John & Joan Westley
John Christopher Wiecking

Katherine Williams
Katherine Wood
Jack & Susan Yanovski

Benefactors: $500+
Anonymous
Mariana Acevedo
Kathleen Alexander
Alfred Alteneder
David & Nancy Barbour
Laurie Barthold
Mr. Je�rey P. Beaty
Richard Beizer
Kathleen A. Brion
Erica Brown
Christine & Michael Burch
Daniel Byman & Victoria Wachino
Paul Chestnut
Mary Martha Churchman
Clark Conkling
Hampton DeJarnette
Lynne Denig
Lynne & Paul d’Eustachio
Susan Dillon
Murray Eisenberg, 

in memory of Phyllis Eisenberg
Ms. Marietta Ethier
Dr. Patrick Forcelli
Greg & Susan Foster
Stephenie Foster
Susana Fredin
Carla Ximena Gladstone
Mr. Karl Habermeier
Ms. Diane E. Hellens 
Frederick S. Hird
Paul Isenman
Steve Jackson & Cynthia Wayne
Jewish Community Foundation
Robert Karp
Catherine Kitchell
Marina Lee
Reverend & Mrs. Wayne J. Lehrer
Kenneth Lowenberg
Daniel Mack & Gary White
�omas Manteu�el
Hanna H. Marks
Carol Marsh
Barbara Meeker
Gary Mintz
Mr. Steve Mullany
Father Gabriel Myers
Glenn Palatini
Sophia Perry 
Marianne & Warren Pfei�er
David G. Post & Nancy Birdsall,  

in memory of J. Reilly Lewis
May Reinhardt
Jeanne Rosenthal
Armando Saavedra
Kathryn Seddon
John & Linda Sibert
Mr. Gregory F. Scholtz &  

Ms. Elizabeth A. Fulford 
Simmons/Du�n Charitable Fund, 

in honor of Dr. Dana Marsh
Lina Steele
Gloria Vanderhorst
Carmela Veneroso & John Odling-Smee
Mallory Walker
Jonathan G. Willen

J. Victoria Williamson
Gretchen Young
Mr. Mark Zelden
Leonard & Karen Zuza

Friends: $100+
Anonymous (2)
�omas & Margaret M. Adams
Odeberga Agranov 
Anne Alexander
Barbara Alterowitz
Patricia Arthur
Donald Baker & Nina McLemore
James Ballowe
Mr. Stephen Band
Henry Beale
Jean P. Bedenbaugh
Ms. Miren Beitia
�omas Bell & Ronald �run
Alan & Eleanor Berg
Amy Berger
Carol Berger
Neil H. Berger
Marcia Blisard
Inga C. Blust
David Boris
Joel Bowman
Maureen Bozell 
Donald Bradley
Ms. Linda Bradley
Sue Bremner
Ms. Amy N. Broadbent
Anne Broker & John Parisi
James & Judith Bromley
Mrs. Marilyn Bromley
Esther Brown 
Philip C. Brown
Roberta Brown
John & Nancy Bryson
Professor J. Peter &  

Mrs. Karen Byrne
Michael Calingaert
Judy & Michael Canning
Mr. Bruce Carrie
Ms. Merrill Carrington
Pamela Cartwright
Catherine Chieco
Ann Christy
James Coakley
Sarah Coakley
Karen C. Coe
Mr. Ken Cohen
Dara Corrigan
Anthony Coyne
Marcia P. Crandall
Josephine F. de Give
Paul Decker
Steve Denne
Sabine Detweiler
Sharrill Dittmann
Cornelia Dodge
David Dorsen 
Alison Drucker & Tom Holzman
Marta Dunetz
James C. Easterly
Nicholas & Mary Eberstadt
Elizabeth Edminster
Matthias Eller
Joyce Elliott,  

in memory of Emerson Elliott
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Daniel Elmer & Christopher J. Hoh
Ms. Abby Ershow
George Farr
Ellen A. Farrell
Ms. Laura Feller
Susan Fels
Benjamin Fenton
Eve Fernandes
Louis & Elidia Fidel 
Dagmar Fisher
Jeanne Folstrom
Ms. Lara Fredrickson
Howard E. Frost
Roland Frye 
Nadine Gabai-Botero
Alison Games
Edward Gardner
Pat Giraldi
Mark Gladstone
Kelly Gleason
Mr. Robert L. Gold
Paula Goldman
Ms. Megan Griner
Martha Gross
Anne Brooks Gwaltney
Ms. Carolann Haley &
 Mr. Martin Rosenfeld
Hanna M. Hall
Tawney Harding
Sally Hargus
Robert Harlow & Caroline Wolf Harlow
Dr. Judith M. Harper
Peter Harrar
Penelope F. Heavner
Kristine E. Heine
Martha Hersman
Mr. Brent Hillman
Ms. Consuelo Hitchcock
Virginia Hodges
Laura L. Holbrook
Laura Holms
�omas Holzman 
�e Honorable & Mrs. Paul M. Homan
Mr. & Mrs. J. Paul Horne
Judith Howe
Joyce E. Howland Charitable Fund
Carla Hubner
Mark Huebsch
Dr. Dimitrios Ioannou
Mr. Roger O. Isaacs
Rev. Madeline Jervis
Nancy E. Johnson
Doris Ka�a
Aaron Karsh
Robert H. Kessler & Swanee Busic
David Keto & Beth Tomasello
Linette Knocklein
Dominique Lallement
Ms. Rosa Lamoreaux
Christian Lane
David W. Lankford
Mr. Bill Leahy,  

in honor of Tamera Luzzatto
Marci Levin
Ms. Allison Lewis
Jennifer Lewis
Felice Susan Li
Ms. Priscilla Little
Barbara F. Logan
Chip & Laurie Lubsen

Dr. Frances M. Lussier
Melanie Madriz
Alisa L. Maher
Ms. Maggie Mahoney
Deborah Maisel
Carol Marburger
Susan Martin
Mark Mattucci & Judith Furash
Dr. Elizabeth H Maury
Ms. Marjorie McClain
Robert McDonald
Leanna McEnearney
Daniel McGarvey
Margaret McKay
Paul McMahon
Linda Mellgren
Dr. Margaret G. Mellon
Brian Miller
Mr. & Mrs. David E. Miller
Eleanor Miller
Honorable Johnathan S. Miller
Jonathan Mirsky
Mr. & Mrs. Charles C. Moran
Greta N. Morris
Mr. David Mosher
Sheila A. Murphy
Cathy Muse,  

in honor of Howard Brown
Reverend Dr. Bernard & Mrs. Nass
Mark & Dawn O’Brien
Melinda O’Neal
Mark W. Ohnmacht, 

in memory of J. Reilly Lewis
Barbara Negri Opper
Ms. Ellery A. Owens
Marsha Paller 
Bill & Janet Pardue
Ms. Isabel Park
Ms. Susannah Patton
Peter Pavilionis
Laurence Pearl
William F. Pedersen & Ellen L. Frost
Dr. Robin A. Pennington
B. Dwight & Suzanne Perry
Mr. David Perry
Marianne & Warren Pfei�er
Dr. Robert Pelz & Sarah Case
Elizabeth Peterson,

in honor of Laura Choi Stuart
Patricia Pickard
David Pozorski & Anna Romanski
John Prevar
Dr. Carole Lynne Price
James Quinn
Judith Raak
Robert Ramsey
Patricia Ravenscro�
Tonya Rawe
Mary D. Reed
Alice Reid
J. Noel Reifel
Mr. Michael Replogle
Danna M. Reynolds
Sarah Richards
Hans Riemer
John C. Ring & Adriana van Breda
�omas J. Roberts
Malou Rogers
Ms. Evie. L. Rooney
Helen Rothman
Elissa Rubin
Mr. & Mrs. Charles C. Russell

Cathy Salvaterra
Lee Samuelson
Alexi Sanchez de Boado
Mr. Richard Sawyer
James Sayler
Patricia Schettino, 

in memory of Carolyn Nagler
Stanley Schmidt
Renee Schoof
Norman Schou
Philip Schuler
David Seidman & Ruth Greenstein
Ruth Selig
Mark & �eresa Shaltanis
Ms. Margaret Shannon
Donald C. Shapero
Mrs. Judith Sherer
Frederick O. Shoup
Natasha Simes
Marilyn Slatnick
Mr. Matthew Loyal Smith
Ms. Patricia P. Smith
Mr. Jayme A. Sokolow
William Spitzig
Milford Sprecher
Ann Leigh Stewart
Whitney Stewart
Mr. Jon Strand
Lynn Straus
Drs. Anna & Jason Strudler
Aron Swan
Mr. & Mrs. Viguen Terminassian
Mr. �omas Tesoriero
Mr. William �oms & Ms. Andrea Schneider
Stanley �urston
Dr. Richard P. Tollo & 

Stacie J. Kreitman-Tollo
Robert Tomkin
Aatman Vakil
John Van Sant
Felix Vardy
Daniel Viederman
Jon Wakelyn & Joyce B. Walker
Martin Wallen
Edith Wollin
Ms. Nancy Work
Prof. Christine Worobec
Stephen W. Worrel, 

in memory of Patricia A. Worrel
Ms. Elizabeth Younger
Mr. Mark Zapatka
Ann & Clarence ZuvekasWilliam �oms & 

Andrea Schneider
Stanley �urston
Ms. Martha Toll
Dr. Richard P. Tollo & 

Stacie J. Kreitman-Tollo
�omas & Susan Tuttle
Aatman Vakil
John Van Sant
Felix Vardy
Jon Wakelyn & Joyce B. Walker
Martin Wallen
Colin Warren
Dr. Norma Wegner
Ms. Nancy Work
Stephen W. Worrel, 

in memory of Patricia A. Worrel
Ms. Elizabeth Younger
Ann & Clarence Zuvekas
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Founded in 1977 by Dr. J. Reilly Lewis and now led by Artistic Director Dr. Dana T. Marsh, the Washington Bach 
Consort shares the transformative power of music, with the works of Johann Sebastian 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.

Board of Directors
Dr. William Munier, President
Richard Ayres, Vice President
Margarita (Ari) Brose, Co-Secretary
Tamera Luzzatto, Co-Secretary
Margaret Colgate Love, Treasurer

Robert Beizer
Toni Codinas
Helen McConnell
Robert L. McDowell
Dr. Ranit Mishori
Charles Reifel
Stanley J. �urston

John D. Rockefeller IV, Emeritus

Administrative Sta�
Marc Eisenberg, Executive Director
Janey Moskowitz, Director of External A�airs
Hannah Sparrow, Development Director

Matthew McMahon, Artistic Operations Manager 
Adam Murphy, Patron Services Coordinator

A special thank you to our 2025–2026 season volunteers and our volunteer coordinator, Oriana Casadei; 
and to Beverly Simmons,  , for program design.

Washington Bach Consort Mission



Washington Bach Consort
1310 G Street NW, Suite 740

Washington, DC 20005
contact@bachconsort.org

202.429.2121 | bachconsort.org


