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Saint Mark’s Cathedral acknowledges that we gather on the traditional land of the first people 
of Seattle, the Duwamish People, who are still here, and we honor with gratitude  

the land itself and the life of the Duwamish Tribe.

ABOUT SAINT MARK’S MUSIC SERIES 

Music is an integral part of the life of the Cathedral. 
As a ministry of Saint Mark’s Cathedral, the mission of The Saint Mark’s Music 

Series is to offer its musical riches to the wider community so that all can 
experience the unique acoustical environment, superb pipe organs, and talented 

musicians dedicated to making music in a sacred space.
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PROGRAM

Præludium in E-flat Major, bwv 552/1 Johann Sebastian Bach (1685–1750)

Kyrie, Gott Vater [God the Father, have mercy], bwv 669 
Christe, aller Welt Trost [Christ, consolation of all the world, have mercy], bwv 670 
Kyrie, Gott heiliger Geist [God the Holy Spirit, have mercy], bwv 671

Allein Gott in der Höh [Glory to God in the highest], bwv 676

Wir glauben all an einen Gott [We all believe in one God], bwv 680

Vater unser im Himmelreich [Our Father, who art in heaven], bwv 682

Jesus Christus, unser Heiland [Jesus Christ, our Savior], bwv 688

Christ unser Herr zum Jordan kam [Christ our Lord came to the Jordan], bwv 684

Improvisation on the plainchant melody for Dona nobis pacem [Grant us peace] Weimann 
from the Agnus Dei in the Cunctipotens Genitor Deus setting of the Mass

Fuga in E-flat Major, bwv 552/2 Bach
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This Saint Mark’s Music Series concert is co-sponsored by Early Music Seattle  
and the Seattle Chapter of the American Guild of Organists.



1739 was a year of celebration. It was the 
bicentenary of Luther’s introduction of 
the Reformation message to the city of 
Leipzig. Three major festivals marked this 
bi-centenary anniversary. The first was 
in Spring, Pentecost Sunday, the feast on 
which Luther first preached at Leipzig’s 
Thomaskirche. The second celebration was 
held on August 12 to celebrate the approval 
of the Augsburg Confession by the Leipzig 
authorities. The final celebration took place 
on Reformation Day, October 31, which 
was the annual Reformation celebration. 
During this festival year, Bach published 
his landmark collection for the organ, 
Clavierübung III, at the end of September 
around the Feast of St. Michael and All 
Angels. Thus, Clavierübung III may be seen as 
much as a study tool for devotional practice 
in the Lutheran tradition as for musical 
practice in organ playing and composition. 
(Clavier = keyboard; Übung = practice.) This 
collection follows Clavierübung I, in which 
Bach published the six keyboard partitas 
(bwv 825-830), and Clavierübung II, which 
contains the Italian Concerto (bwv 971) and 
the French Overture (bwv 831). 

The Præludium in E-flat, carrying the 
subtitle “pro Organo pleno,” is the first work 
found in Bach’s Clavierübung III. It is one of 
many works and compositional structures 
found in this volume that carry references 
to the Trinity. Such examples include the 
presence of the key of E-flat, containing 
three flats, along with the presence of three 
distinct sections that recur multiple times 
throughout the work. The first section 
presents characteristic sounds of a French 

Overture, which features dotted rhythms 
and flourishes, juxtaposing large five-
voice chords with more delicate, musical 
conversations between inner and outer 
voices. The second section is a courtly 
dialogue between two divisions of the 
organ, marked forte and piano. The third 
section, which becomes more extensive in 
length and harmonic development each 
time it is heard, features a syncopated fugal 
entrance, quickly followed by a flurry of 
sixteenth notes. The Præludium is brought 
to a grand conclusion with the return of the 
first section, providing a musical bookend.

Bach’s three large settings of the German 
Kyrie, or “Lord, have mercy,” are yet another 
Trinitiarian construction in the context 
of Clavierübung III. All three settings are 
written in stile antico, the “old style,” looking 
back to polyphony of the Renaissance and 
early Baroque eras. In each setting, the 
melody is clearly heard against sturdy yet 
intricate counterpoint. In Kyrie, Gott Vater, 
the melody is heard in the soprano, whereas 
in Christe, aller Welt Trost, it is heard in 
the tenor voice. Kyrie, Gott heiliger Geist 
is by far the grandest of the three settings, 
featuring a large plenum with the melody in 
the pedal. It comes to a thrilling conclusion 
by way of an ultra-chromatic final phrase.

In the Mass, the Gloria follows the Kyrie. 
Here, Bach follows the same long-held 
structure, forming a “small Mass.” Bach’s 
treatment of Allein Gott in der Höh, the 
German Gloria, is in the form of a joyful 
trio in G major. The melody is heard in each 
of the three voices throughout. It also forms 
the basis of the motivic material. 
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In the large setting of Wir glauben all an 
einen Gott, Bach explores ideas of instability 
and foundation. This work is famous for its 
pedal motive that conjures an image of a 
plodding giant, which is juxtaposed against 
the off-beat fugal voices played in the hands. 
This is the only large setting in Clavierübung 
III that doesn’t feature the melody in its 
entirety. The opening notes of the chorale 
melody form the motivic material.

The large setting of Vater unser im 
Himmelreich, the German Lord’s Prayer, 
is one of the most dense and technically 
difficult works in Clavierübung III—a 
beautiful cacophony of voices and textures. 
Within this are several, intricate layers. 
First is a trio texture, where Bach uses 
the Italianate “Lombard” rhythms, heard 
as a series of short-long “snap” figures, 
accompanied by staccato, triplet sixteenth-
note figurations. In addition to the trio, 
Bach then presents the full melody of the 
Vater unser in a canon at the octave, one 
voice in each hand, building the work to a 
full structure of five delicate, independent 
voices that combine to form a texture at 
once elegant and chaotic, that one may hear 
as prayers ascending, wafting as incense. 

The chorale preludes on Jesus Christus, 
unser Heiland and Christ, unser Herr, 
zum Jordan kam bring together hymns that 

embrace the Sacraments of Holy Eucharist 
and Baptism, respectively. Jesus Christus, 
unser Heiland is a trio setting, with the 
melody heard in the pedals. The thematic 
material heard throughout this work 
features large leaps followed by flurries 
of running sixteenth notes. When these 
two voices are combined in the manuals, 
they create sharp dissonances followed by 
thrilling resolutions. Bach’s large setting of 
Christ, unser Herr, zum Jordan kam carries 
perhaps one of the clearer musical pictures 
in relation to the text. While the melody 
is clearly heard in the pedal, the left hand 
features a running flurry of sixteenth notes, 
often ascribed by scholars as the presence of 
the Jordan River and the Holy Spirit. As a 
counterpart, the right hand has two voices 
that have a dialogue of their own. When 
seen on the score these two voices visually 
display a “cross” motif, representing the 
sacrifice of Christ, wherein God’s people are 
baptized into his death and resurrection. 

The Fugue in E-flat brings the whole of 
Bach’s Clavierübung III to an end. Similar 
to the subtitle of the Præludium, the Fugue 
carries the subtitle “Fuga à 5 con pedale pro 
Organo pleno”—a fugue in five voices for full 
organ. In reality, it is that and more—a triple 
fugue, in fact! The first fugue is written in 
stile antico, similar to the three large settings 
of the Kyrie heard earlier in the program. 
(While the fugue subject is similar to the 
melody we know today as St. Anne or “O God, 
Our Help in Ages Past,” this is not a melody 
that Bach would have known associated 
with this text.) The second fugue features 
running eighth notes, similar in some ways 
to the active left hand in Christ, unser Herr 
zum Jordan kam. The third fugue is a lively 
dance in 12/8 time. Within the texture of 
each of the second and third fugues, Bach 
layers the subject of the first fugue. It’s a tour 
de force of contrapuntal wizardry that brings 
both this triple fugue and Clavierübung III 
to a thrilling conclusion. 

Notes by Dr. Wyatt Smith, © 2022 



Alexander Weimann is one of the most sought-after ensemble 
directors, soloists, and chamber music partners of his generation. 
After traveling the world with ensembles like Tragicomedia, Cantus 
Cölln, the Freiburger Barockorchester, the Gesualdo Consort and 
Tafelmusik, he now focuses on his activities as Artistic Director of 
the Pacific Baroque Orchestra in Vancouver, and as music director of 
Les Voix Baroques, Le Nouvel Opéra and Tempo Rubato.

Recently, he has conducted the Montreal-based baroque orchestra Ensemble Arion, Les 
Violons du Roy, and the Portland Baroque Orchestra; both the Orchestre Symphonique 
de Québec and the Montreal Symphony Orchestra have regularly featured him as a 
featured soloist. In the last years, he has repeatedly conducted the Victoria Symphony and 
Symphony Nova Scotia, most recently with Handel’s “Messiah”.

Alexander Weimann can be heard on some 100 CDs. He made his North American 
recording debut with the ensemble Tragicomedia on the CD Capritio (Harmonia Mundi 
USA), and won worldwide acclaim from both the public and critics for his 2001 release 
of Handel’s Gloria (ATMA Classique). Volume 1 of his recordings of the complete 
keyboard works by Alessandro Scarlatti appeared in May 2005. Critics around the world 
unanimously praised it, and in the following year it was nominated for an Opus Prize as 
the best Canadian early music recording. Recently, he has also released an Opus Award-
winning CD of Handel oratorio arias with superstar soprano Karina Gauvin and his new 
Montreal-based ensemble Tempo Rubato, a recording of Bach’s St. John Passion, various 
albums with Les Voix Baroques of Buxtehude, Carissimi and Purcell, all with rave reviews. 
His latest album with Karina Gauvin and Arion Baroque Orchestra (Prima Donna) won 
a Juno Award in 2013, and a complete recording of Handel’s Orlando was released in the 
fall of 2013, with an exciting group of international star soloists and the Pacific Baroque 
Orchestra performing.

Alexander Weimann was born in 1965 in Munich, where he studied the organ, church 
music, musicology (with a summa cum laude thesis on Bach’s secco recitatives), theatre, 
medieval Latin, and jazz piano, supported by a variety of federal scholarships for the 
highly talented. In addition to his studies, he has attended numerous master classes in 
harpsichord and historical performance. To ground himself further in the roots of western 
music, he became intensely involved over the course of several years with Gregorian 
chant.

Alexander Weimann recently moved to the Vancouver BC area with his wife, 3 children 
and pets, and tries to spend as much time as possible in his garden and kitchen.
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FRIENDS OF THE MUSIC SERIES

The Friends of the Music Series program supports the continuing growth of our concert 
series. Friends of the Music Series contribute annually, are recognized in concert programs, 
and may receive additional benefits.
Please consider joining the Friends of the Music Series by making a donation in the amount 
that suits you. Donate online at saintmarks.org/give (choose “Friend of the Music Series” 
from the list of options), or add “FOMS” to the comments in the Venmo app or the memo 
line of your check. Write to Canon Kleinschmidt (mkleinschmidt@saintmarks.org) for more information.
The donor listing below reflects gifts received since August 1, 2021, for this current season. With gratitude 
we acknowledge these Friends of the Music Series who give annually in support of making Saint Mark’s 
musical riches accessible to all:
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