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Abstract

Founded in 1732 by Conrad Beissel, the Ephrata Cloister was a celibate, ascetic,
German-speaking, Sabbatarian commune in the wilderness of Pennsylvania. Its residents
produced a large corpus of hymns and motets, and also published the third music treatise
written in what is today the United States of America. Because Ephrata produced no
heirs, its documents were scattered and its traditions were forgotten over the course of the
nineteenth century. Although significant strides have been made in recent years to
understand Ephrata’s theology, substantial lacunae remain in the study of its music.

This dissertation accomplishes four research tasks associated with Ephrata music.
First, it provides a thorough descriptive catalog of all extant available Ephrata music
manuscripts. This catalog is the first of its kind in this field, organizing music
manuscripts according to their content. Next, the dissertation translates and analyzes the
Ephrata music treatise, situating it within the history of music theory. It also examines
Ephrata’s unorthodox use of a pedagogical tool for composition known as the regle de
["octave. Third, the study focuses on Ephrata music, discussing its content, style, and
practice, proposing that hymns and motets were written in a workshop format, based on a
set procedure of group composition. Finally, the dissertation explores the topic of
authorship, and demonstrates that Ephrata music manuscripts provide evidence of

America’s first female composers.
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List of Abbreviations and Shortened Titles

Abbreviations and shortened titles are used in this dissertation for five of the libraries
housing Ephrata music manuscripts. All other libraries’ names are presented in full.
Select titles of printed hymnals are also shortened, as listed below.

Columbia
HSP
Juniata

LC
Nachklang

Neuvermehrtes
Gesdng

Turtel=Taube

Winterthur

Columbia University Ephrata Cloister manuscript collection
Historical Society of Pennsylvania

Juniata College Library

United States Library of Congress

Nachklang zum Gesdng der einsamen Turtel=Taube

Neuvermehrtes Gesdng der einsamen Turtel=Taube

Das Gesdng der einsamen und verlassenen Turtel=Taube

Winterthur Museum, Garden & Library
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Preface

I began my study of Ephrata over a beer with my friend Gregory Spears, a New
York-based composer. He and I were meeting to discuss the possibility that he might
write a piece of music for my ensemble, New York Polyphony. The requirement for my
group was that the work would be inspired by early music, whether in form or content. I
lamented to Greg that the challenge for us, as an American ensemble, is that we did not
have any non-European source material on which to draw for this project. Greg countered
with the question, “What about Ephrata?” This question led me down a very unexpected
path of inquiry, which ultimately resulted in this dissertation.

I did not really know what to expect when I began my study. The notion of a
relatively unexplored corpus of primary source material was appealing to me, as was the
limited amount of secondary literature. I felt that my research would be made simpler
because I perceived it to have clear boundaries.

Of course, this was not the case. First, although it appeared to be small initially,
the sheer number of primary Ephrata music manuscripts (I accessed 122 in total) became
daunting. Very few documents were available digitally, which meant extensive travel to a
significant number of libraries, archives, and private collections throughout the United
States and abroad. I thought that by viewing each music manuscript and by reading some
of the information that previous researchers wrote about them I would then understand
their contents. This did not happen. It was only after studying each music manuscript and
their corresponding printed hymnals that [ was able to create a complete typology, a task

that involved several months of work.
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The intersectionality of my project was also daunting. What began as a music
theory study soon blossomed into an inquiry that involves theology, colonial history,
Pennsylvania German studies, gender studies, communal studies, hymnology, and of
course, musicology. I learned more than I could have possibly imagined about Lancaster
County, Pennsylvania. In addition, my German reading skills improved.

Finally, it was my work on the music theory treatise that proved to be the most
challenging. I did not know what I would find in it; there were no adequate translations of
the document, and none of the secondary sources discussed it from a historicist angle. In
order to interpret it, [ worked with a translator, Anna Huiberdina Hilda de Bakker. I also
relied on my readings in the history of music theory for context. It brought me on an
eventful journey in which I learned more about partimento and the regle de [’octave than
I ever imagined I would know. It also led me to consider the idea of a workshop
composition system in which many Ephrata residents took part, including women. My
hypothesis that Ephrata was the home of America’s first female composers is the result of
my study of the theory treatise and the other primary sources.

The study of Ephrata music is unique. Because it is so far from the beaten path of
musicology, there is a great deal of opportunity for original work in the field. My hope is
that my contributions to the study of Ephrata will be of value to future researchers, and
that they can have an impact across a broad range of disciplines. Ephrata certainly is
deserving of our attention, and there is so much more work to be done to help us to

understand it more fully.



Introduction

Sometime during the year of 1746, a small, German speaking, religiously
unorthodox, and socially experimental community in the woods of Pennsylvania
produced a large music manuscript. Writing music was nothing new for this community,
but this manuscript was the largest one that the settlement — named Ephrata — had ever
created. A group of men from Ephrata, representing “solitary brethren” who had vowed
to live chaste and celibate communal lives, gave the book as a presentational volume to
their founder, a man named Conrad Beissel. The contents of the book represented a
compendium of the community’s musical output — settings of hymns and motets that
Ephrata residents wrote, corresponding to three printed text hymnals, two of which were
original to the settlement as well. The most notable parts of the book were to be found
near the beginning and near the ending. At the beginning was an original handwritten
treatise on music, the third of its genre in America.' At the end of the book, some 450
pages in, were to be found a few select names next to hymns, written in gothic-style
penmanship and surrounded by illustrations and decorations, indicating musical
authorship. Among the names, those of brothers named Jaebez and Theonis, were the
names of three women: Foben, Ketura, and Hannah. These three women, solitary sisters

of the Ephrata Cloister community, are most likely the first female American composers.

! The first and second American music treatises are by Thomas Walter (1721) and John
Tufts (1726). See Thomas Walter, The Grounds and Rules of Musick Explained: Or, An
Introduction to the Art of Singing by Note, Fitted to the Meanest Capacities (Boston: J.
Franklin, 1721), and John Tufts, An Introduction to the Singing of Psalm-Tunes, in a
Plain & Easy Method. With a Collection of Tunes in Three Parts (Boston: Samuel
Gerrish, 1726). NB: Tufts produced four earlier versions of his treatise, all of which are
lost.



The provenance of this book, known today as the Ephrata Codex, is a unique story
unto itself. But its contents, specifically the treatise, hymnody, and motets, are the subject
of this study. The Ephrata Codex does not stand alone as a musical document from this
settlement. Alongside it are over 100 extant music manuscript hymnals, five printed
hymnals (some copies of which contain hundreds of pages of musical marginalia),
several treatise copies and a subsequent elaboration, a collection of modal charts
exploring the relationship of voices in a compositional framework, and a series of first-
hand accounts of the musical activities of the community. Some of these sources date as
early as 1739, whereas others are nineteenth century versions from Ephrata’s descendant
community, Snow Hill, Pennsylvania.

What this corpus of material represents is a treasury of information about the
music of a specific time and place in American history. It challenges musical
historiography, it adds nuance to the history of music theory, and it enhances notions of
gender in colonial studies. It provides an exciting window into the life of a community
that is barely known by musicologists, and it invites myriad further studies to uncover its
mysteries.

This dissertation amasses and organizes the extant available primary music
sources of Ephrata and surveys the limited musicological research. It analyzes the music
theory treatise and situates it along the trajectory of prior, contemporaneous, and
subsequent works from Europe. It seeks to explain the process of creation and practice of
music in the community. It also addresses the issue of musical authorship and gender in
the community. Most importantly, it aims to lay the groundwork for future work in this

rich and largely unexplored field.



Chapter 1: Historical Background

In 1732, Conrad Beissel (1691-1768) established a small community named
Ephrata in Lancaster County, Pennsylvania. Beissel had emigrated from the economically
depressed Heidelberg region of the Palatinate in 1720. His exact reasons for crossing the
Atlantic are unknown,' but it is likely that economics and religion played a part.
Following his pietistic conversion in 1715, Beissel found fellowship with various radical
sects. In German-speaking countries, Pietism developed in reaction to the dominance of
Lutheran Protestantism over the course of the late seventeenth century, and many radical
Pietists found inspiration in the mystical writings of the theologian Jakob Bohme (1575—
1624).% Driven by Bohme’s ideas, Beissel became one of many young itinerant preachers
who traveled around Germany during the early eighteenth century. Hungering for a place
in which he could practice his religion with a degree of freedom and openness, made his
way to Pennsylvania, where thousands of German émigrés had come before him.

It appears that Beissel was a rarely satisfied individual. After a series of
arguments, missteps, and failed memberships with congregations in Germantown and the
Conestoga River valley, he decided to separate himself and start his own religious sect in
the wilderness. He was met with enthusiasm by a small but devoted group of followers.
His situation was aided by the fact that there were very few clergy in Pennsylvania at the
time, resulting in a flourishing of small independent spiritual societies.’ Beissel chose a
location on the bank of the Cocalico Creek northeast of Lancaster and eventually called it

Ephrata. There, he established a close-knit religious community steeped in radical Pietist

! Jeff Bach, Voices of the Turtledoves: The Sacred World of Ephrata (University Park,
PA: The Pennsylvania State University Press, 2003), 16—17.
2 .
Ibid., 13.
> Ibid., 17.



Bohmian theology. The settlement attracted a few new members each year, and grew
accordingly.

This is not a theological study; however, some discussion of the religious
practices of Ephrata is necessary in order for the reader to gain a thorough understanding
of the music it produced. We rely mainly on the work of Jeff Bach, who is the leader in
the field of religious studies of Ephrata, and who wrote the most recent work on its
theology. Bach explains how, as Ephrata grew over the course of the 1730s and 1740s, its
religion came into focus.* Attracted to Beissel’s charisma, members of the Ephrata
community adopted a system that believed God’s kingdom was at hand; the end was
nigh. It was in this context that “Beissel promised and lived a rigorous training of body
and soul in anticipation of eternity.”” Some of the principal features of this rigorous
training were Sabbatarianism, celibacy, and asceticism.

Sabbatarianism refers to the observance of the Sabbath on Saturday, as opposed to
Sunday. Beissel’s conception of the Sabbath derived from Bohmian thought® and an
interpretation of the scriptures that required observance on Saturday (as opposed to
Sunday). Although Pennsylvania was a relatively open society with regard to religious
freedoms, Saturday worship was frowned upon by the government, leaving Jews and
other Sabbatarians in stigmatized roles with penalties inflicted for working on Sundays.’

Just as he defended Saturday worship, Beissel justified the imposed celibacy at

Ephrata with the writings of Bohme, who asserted that God was neither male nor female,

* Ibid., 19-21.

> Ibid., 23.

®Ibid., 31.

" E. Gordon Alderfer, The Ephrata Commune: An Early American Counterculture
(Pittsburgh, PA: University of Pittsburgh Press, 1985), 47—-48.



and that Adam was created androgynous.® This extreme and unorthodox view regarding
gender was further bolstered by the writings of Johann Georg Gichtel (1638—1710), who
sexualized Bohme’s theology, and whose writings were influential for Beissel.” Beissel
also defended celibacy through his opposition to Pietist groups including the Moravians,
who viewed sex as almost sacramental, and a sect led by Eva von Buttlar.'” In addition,
Beissel outlined arguments in favor of celibacy in his own tracts. In his Zionitischen
Stiffis I (1745), Beissel explained his view of gender as an imbalance.'' In his
Dissertation on Man’s Fall (1765), he argued that the physical genders (and sexual
desires) of men and women were the result of the fall of man (In his theology, this was
part of a “second fall.”)."* He took this idea further, and asserted that it should be a goal
for men and women to return to Adam’s original state of neutral gender, or androgyny, as
explained by Bohme. This would be accomplished spiritually; women would join
themselves to Jesus, and men would join themselves to Sophia, the female aspect of God,
as represented by the Divine Virgin."> For these reasons, marriage to a person of the
opposite gender was disallowed. In order to prevent sexual relationships at Ephrata, the
men and women were segregated into two groups of brethren and sisters. To reaffirm
their commitments to the community and its celibate values, Ephrata residents would
then assume a new spiritual name. For example, Beissel took the appellation Vater

Friedsam Gottrecht (“Father Peaceable, Right with God”'*), and his followers identified

% Bach, 99.

? Ibid., 26, 33.

% Ibid., 107-108.
" Ibid., 109.

2 Ibid., 107.

B Ibid., 99.

" 1bid., 21.



themselves with the title of “Brother” or “Sister,” followed by their chosen spiritual
name. Because they were cloistered and committed to a hermetic life, the Ephratensians
are known in much of the literature as “solitary brethren” and “solitary sisters.” Our study
adopts this nomenclature as well.

In addition to their celibacy, the brethren and sisters were ascetics. They took on
many practices aimed at purification and self-denial, presumably with the intention of
bettering themselves in preparation for the afterlife. Notable elements of ascetic life that
went through various periods of emphasis at Ephrata included tonsure, fasting, donning
of monastic clothing, strict prayer patterns, extreme diet (as discussed in the Ephrata
music treatise in Chapter 2 and Appendix A of this dissertation), and interrupted sleep."

The trouble in studying Ephrata is that practices and ways of living changed
frequently. For example, it appears that during 1740, tonsure was instituted for all solitary
brethren and sisters, but by the 1745, the practice had fallen out of favor.'® The
presumption is that Beissel no longer focused on it and moved on to other things. Eating
and sleeping habits were also variable over time. During the community’s most extremist
period, Ephrata residents were allowed to sleep for a maximum of three hours,'” using a
wooden block as a pillow. In later years, and as Ephratensians grew older as a group,
these rules were relaxed, and sleeping times became longer.

Living situations changed and adapted as well, usually in accordance with various
structures built on the property of the commune. As large and small houses were erected

— during the 1740s at the rate of at least one per year — they were dedicated with specific

1 Ibid., 85-93.
1% 1bid., 86.
7 1bid., 92.



purposes and assigned to various groups. This allowed for the segregation (and
independence) of women from men, and also led to various divisions among the
community and between Beissel and his congregation. The independence of women from
men appears to have had a significant influence on music creation and practice at

Ephrata, and is discussed in later chapters.

Figure 1.1: Original buildings on the Ephrata Cloister site in 2011.
Photo by Doug Kerr. Creative Commons License.

We know a significant amount about the daily life of Ephrata due to the
community’s self-made historical documents — essentially diaries of the settlement. The
Chronicon Ephratense — a printed volume — was completed by Peter Miller (1709-1796)
(the leader of Ephrata after Beissel) in 1786, in the twilight of the settlement. This book

was translated into English in 1889 by Joseph Maximilian Hark and this is accessible to



researchers today.'® The Ephrata sisterhood also produced a handwritten chronicle
entitled “Die Rose,” describing their solitary community within a community. This
document has not been translated from eighteenth-century German. The original
manuscript is at the Historical Society of Pennsylvania,"® and two other copies are held
there as well (a mid-nineteenth-century copy produced at Snow Hill, Pennsylvania,*’ and
a late nineteenth-century typewritten transcription by Julius Sachse.”') What we receive
from these sources is a plethora of anecdotal evidence about individual community
members and their various roles. We also gain information about activities — both
religious and economic — that were undertaken by the different groups within the
settlement.

Throughout Ephrata’s history, a tension was evident between the desire for ascetic
and solitary living, and the need to communicate and interact with the outside world.
Ephrata’s printing press was a successful business that created books for outside clients,
most notably the Mennonites. The Chronicon elucidates some details regarding various
lengthy journeys undertaken by members of the community to New Jersey and New
England. ** Surviving letters reveal correspondence between the solitary brethren and

sisters with merchants and politicians in Philadelphia, or family members in Europe.

'8 See Brother Lamech and Johann Peter Miller, Chronicon Ephratense: A History of the
Community of Seventh day Baptists at Ephrata, Lancaster County, Penn'a, trans. Joseph
Maximilian Hark (Lancaster, PA: S.H. Zahm, 1889).

' [Ephrata Community], “Die Rose (Chronicon of the Ephrata Sisterhood), 1745-1813,”
HSP, Cassel Collection, Document 7.

2" HSP, Cassel Collection, Document 6.

> HSP, Cassel Collection, Document 8. Julius Sachse was an early scholar of Ephrata,
and coincided with a late nineteenth-century flourishing of interest in Pennsylvania
German studies.

2 Lamech and Miller, 122—123, and 176-178.



Thus, although Ephrata residents were monastic, they also participated and interacted
with colonial Pennsylvanian and European culture.

Perhaps the clearest example of the conflict between the solitary and secular
society is illustrated by considering the householders — non-celibate colonists who settled
on land surrounding the monastic commune. The householders were economically
intertwined with Ephrata, and participated in much of the religious life of the community.
Many came to Ephrata because of Beissel’s charisma and the religious life of the
settlement, and many entrusted the management of their property to Beissel.”> Some
maintained nuclear families that participated in the community, and others even left their
families to become solitary members. Several householders contributed to the writing of
hymns. Nonetheless, there was tension between householders and solitary members, and
worship was at times segregated into different buildings.** It was partly through the
householder families that Ephrata’s legacy was preserved; when the last of the celibate
members died in 1813, the families reorganized as German Seventh Day Baptists the
following year,”” and kept many of the Ephrata music manuscripts and other documents.

Beissel’s contentious personality and the fervor of many of his followers led to
frequent disputes among the brethren, sisters, and householders. Several Ephrata
historians have detailed these social skirmishes adequately. For the purposes of this study
it is necessary to draw attention to the conflict that existed between a form of economic

industriousness and conscious self-denial. Over the course of the early 1740s, Israel

2 Michael S. Showalter, “‘And We, the Fathers of Families...,” A Study of the
Householders of the Ephrata Cloister,” Journal of the Historical Society of the Cocalico
Valley 13 (1988): 7-8.

24 Bach, 56.

2> Showalter, 10.
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Eckerlin (1711-1758), one of Beissel’s most influential disciples and a leader of the
brethren, led an economic expansion with a purchase of a mill in 1741.%° A subsequent
innovation was the purchase of the Ephrata printing press, which gave the community a
potential source of income in addition to a tool with which to produce theological tracts
and printed hymnals.

Using the printing press, Ephrata was able to create earned-income products:
imprints for other German-speaking congregations in the vicinity. This included the first
German translation of Der Martyrer-Spiegel and other texts for the Mennonites who
settled nearby, also in central Eastern Pennsylvania. Book sales from the printing press
earned the community some income, but were not as robust as the cash flow from other
trade.”’ To wit, in order to further offset the costs of purchasing paper, which came
mostly from European sources, Ephrata set up its own paper mill. The details of this
paper mill are scant,”® but it undoubtedly reduced the costs of material purchases for
printing, and provided another product that could be used for earning money. Economic
interaction was almost exclusively limited to other German speaking communities. This
reflects the trend over the course of the eighteenth century of Philadelphia becoming an
English-speaking city while the surrounding countryside grew increasingly more

29
German.

> Bach, 131.

*71bid., 29.

*% John Bidwell, American Paper Mills 1690-1832: A Directory of the Paper Trade with
Notes on Products, Watermarks, Distribution Methods, and Manufacturing Techniques
(Hanover, NH: Dartmouth College Press, 2013), 46—47.

* Robert A. Gerson, Music in Philadelphia (Philadelphia: Theodore Presser Co., 1940),
8.
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Eckerlin’s capitalist enhancements to Ephrata did not sit well with Beissel, whose
teachings eschewed wealth and worldly goods. Ultimately, in 1745, after a series of
disputes, Beissel ostracized Eckerlin.*® After this ejection, Beissel led the community
down a less economically robust path. The result was a downsizing of commercial
activity and trade with outside neighbors alongside an emphasis on more extreme
asceticism. It also led to a more inward-looking use for the paper and printing business;
with the 1747 printing of the hymnal entitled Das Gesdng der einsamen und verlassenen
Turtel=Taube, a prototype was set for entirely self-produced hymnals intended for
specific Ephrata religious activities. And by printing its own hymnals, Ephrata cut off its
economic relationship with Christopher Sauer who printed the 1739 Zionitischer
Weyrauchs Hiigel, the text hymnal for which much Ephrata music is set.

The printed hymnals of Ephrata are distinctively different from the music
manuscripts, which form the bulk of the material for this study. Printed hymnals are, by
definition, produced on a printing press. The Ephrata printed hymnals contain the text to
various hymns. The music manuscripts, by contrast, are handwritten, and were produced
in a scriptorium. They contain the notated music that corresponds to the text of the
printed hymnals. An in-depth discussion of Ephrata’s printed hymnals and music
manuscripts is the focus of Chapter 2 of this study.

From 1745 to 1768 (the year of Beissel’s death), Ephrata stabilized to some
degree. While some disputes remained, and although various members of the community
came and went, these two decades characterize what we mainly remember about the

settlement today: it was a radical, ascetic, celibate society in the wilderness with unusual

39 Bach, 131-133.
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religious practices including music composition and unique visual art and calligraphy.
During this period, fewer people joined the community. This was presumably due to
Ephrata’s peculiar mystical extremism combined with social changes in Pennsylvania
(fewer immigrants as a result of the Seven Years” War from 1756 to 1763, greater
stability of religious groups, and increased drive for economic success).

Following Beissel’s passing, Peter Miller led Ephrata until his death in 1796. The
Revolutionary War and American independence influenced life at Ephrata, and Miller
communicated with many Pennsylvania politicians, including Benjamin Franklin.’' By
virtue of their celibacy, the solitary brethren and sisters produced no heirs, and their
numbers dwindled. Most of the children of householder families also rejected conversion
to the solitary community. The result is that Ephrata, surviving one generation,
represented “a unique countercultural example in colonial America.”*

Although the last Ephrata solitary sister died in 1813, as mentioned above, some
of Ephrata’s legacy was carried on in practice well into the nineteenth century. As
Ephrata declined, another settlement called Snow Hill took on some of its character.
Snow Hill, over 100 miles west of Ephrata, was established in 1798 by Peter Lehman
(1757-1823), a disciple of Peter Miller. Before this, Lehman had led a small
congregation in nearby Antietam, a group that had originally been inspired by Beissel,

who visited there during the 1760s. It is not clear if Ephrata-style monastic practices ever

3! See Appendix E for a letter from Miller to Franklin.
3% Alderfer, The Ephrata Commune, 192.



13

took hold at Antietam before Lehman, who urged his community to live celibate and
ascetic lives.”

Snow Hill was a bilingual (German and English) community that, in many ways,
mirrored the practices of Ephrata. One large and long brick building served as the
communal dorm, segregated in sections according to gender. Strict hours for worship
were kept, according to various contemporaneous accounts and records. Appendix G of
this study includes a contemporaneous description of Snow Hill music performance in
1835 by William M. Fahnestock, and Appendix F contains transcriptions of writings by
Obed Snowberger, the last resident of Snow Hill, who remembered the community’s
musical practices at the end of his life. It appears that Snow Hill musical practice was
active from 1800 to 1850. In addition, it was Ephrata hymnody that was mostly
performed there. We know this because the majority of the music manuscripts that were
uncovered by the ethnomusicologist Denise Seachrist and then transferred to the Juniata
College Library in 1997°* are of Ephrata origin. This means that at some point during the
late eighteenth century or early nineteenth century, a significant number of Ephrata
materials were transported to Snow Hill. Unfortunately, no record accounting for this
transfer of books is known to exist.

A key difference between Ephrata and Snow Hill is that the latter was not entirely
ascetic. In addition there was no printing press at Snow Hill during a large part of its

history. Its residents nonetheless continued the practice of devotional music manuscript

33 Denise Seachrist, Snow Hill: In the Shadows of the Ephrata Cloister (Kent, OH: Kent
State University Press, 2010), 30-33.

3* See Hedwig Durnbaugh, Snow Hill Nunnery: A Special Collection, pamphlet created
by Annemarie Joedden of the Juniata College Library, Huntingdon, PA, ca. 1998.
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copying, and they appear to have done so mostly by copying the Ephrata originals that
they had brought with them. A discussion of these music manuscripts is included in
Chapter 2.

Ultimately, Ephrata and Snow Hill music faded into obscurity. It has been the task
of modern scholars to uncover the large corpus of music manuscripts that were left
behind. The reward for this work is a deeper understanding of notational methods and
musical practices of a fringe community in the early years of the Republic. The following
chapter presents a comprehensive survey of the available extant sources, and provides

hypotheses concerning their creation and use.
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Chapter 2: Descriptive Catalog of Ephrata and Snow Hill' Music Manuscripts

There are two significant challenges facing the study of Ephrata’s music and its
music manuscripts. The first is that the primary sources are dispersed and the secondary
scholarship is thin. Thus, any cohesive work with this music requires travel, patience,
attention to detail, and rigorous discipline. The second challenge is the impossibility of
definite knowledge regarding Ephrata musical practices. Although the written music
exists, there is no extant tradition of performing it. All we currently have are modern
interpretations based on scant contemporaneous accounts alongside conjecture derived
from limited research.

Here are the basic known facts: Ephrata music manuscripts were created to
correspond with printed hymnals that contained the text for the music. Ephrata’s first
hymnals were printed by Benjamin Franklin in Philadelphia (Gottliche Liebes und Lobes
gethone — 1730, Vorspiel der Neuen Welt — 1732, and Jacobs Kampff und Ritter Platz —
1736), and Christopher Sauer in Germantown (Zionitischer Weyrauchs Hiigel — 1739).
The Cloister purchased its own printing press sometime between 1742 and 1745,> which
enabled it to produce a series of hymnals over two decades, starting with the 1747 Das

Gesiing der einsamen und verlassenen Turtel=Taube.’ The combination of hymnal

' Snow Hill, the nineteenth-century Pennsylvania commune that was affiliated with
Ephrata, is an important part of the study of Ephrata music manuscripts. As stated in
Chapter 1, many manuscripts and other documents were transported from Ephrata to
Snow Hill during or after the former settlement’s decline, and Snow Hill inhabitants
made a practice of copying, interpreting, and performing Ephrata music. Snow Hill and
Ephrata music manuscripts have frequently been mistaken for one another. For these
reasons, any study of Ephrata music manuscripts must therefore also include Snow Hill
manuscripts.

* Cynda L. Benson, Early American Illuminated Manuscripts from the Ephrata Cloister
(Northampton, MA: Smith College Museum of Art, 1994), 10.

? The shortened title of Turtel=Taube is used throughout this study.
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printing and music manuscript creation necessitated an organized labor force. Production
elements were all local, including the creation of paper (discussed below), ink making,
and leather tanning. In order to produce the music manuscripts, a scriptorium was set up
in association with the singing school. It was staffed by the solitary sisters, as is verified
by a number of contemporaneous accounts.

The result of the Ephrata music manuscript industry was the production of at least
135 books.* These manuscripts appear to have been owned by specific members of the
community; Fraktur’ bookplates in several of the music manuscripts and printed hymnals
indicate ownership. The purpose of the music manuscripts was to provide notated music
for performance. The process of their creation also served a devotional function: the
meditative practice of illuminating manuscripts brought the scribes into an inner purified
spiritual state. Indeed, Ephrata’s music manuscript activity mirrors the larger eighteenth-
century Pennsylvania German practice of penmanship samples by primary school
students, in which is evident the “early modern Protestant focus on revelation through
God’s word, using scriptural and other devotional texts to fuse literacy, faith, and
everyday piety.”

Because Ephrata music manuscripts are visually remarkable, there have been

several studies undertaken with a focus on their design. Most of these studies start from

* Around 135 manuscripts are extant today. It is impossible to estimate how many others
are unidentified or were lost and/or destroyed during the past 250 years.

> Fraktur is defined as “a German style of black letter” font. It also refers to a style of
calligraphic folk art produced by various Pennsylvania German communities. See
Merriam-Webster Online Dictionary, s.v. “Fraktur,” accessed August 24, 2017,
https://www.merriam-webster.com/dictionary/Fraktur.

% Alexander Lawrence Ames, “Quill and Graver Bound: Frakturschrift Calligraphy,
Devotional Manuscripts, and Penmanship Instruction in German Pennsylvania, 1755—
1855,” Winterthur Portfolio 50, no. 1 (Spring 2016): 37.
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the idea that “Fraktur existed for the sake of the texts.”’

In other words, it is assumed that
the presence of a particular design or image is directly related to a textual idea presented
either on the page or in a related document. Some of the visual-focused studies are
general, attempting to describe the Ephrata oeuvre or to differentiate it from other
Pennsylvania German visual art. For example, Donald A. Shelley remarks that the

% ¢

manuscripts’ “peculiar calligraphic character[] differentiate the Ephrata illuminations
from all other such work executed in Pennsylvania,”® and “with regard to color and
motifs, the Ephrata work is unmistakable.”” A more qualitative study by Vernon S.
Gunnion and Carroll J. Hopf observes that

precision penmanship is constantly evident when examining Ephrata

work... colors when applied are generally subdued and flat in tone

revealing the absence of a gum substance as a binding agent. Generally

colors are restricted to the use of blues, greens, and occasionally red

accents. Frequently backgrounds are carefully filled in by stippling with

the quill pen... A study of the individual drawings reveals a fond tendency

for perfect symmetry, overall neatness and methodical attention to detail.'

Other scholarly studies focus on the decorations adorning specific pages in music
manuscripts. For example, based on her work with certain drawings, Cynda L. Benson

provides a credible conjecture that much of the illuminations in Ephrata manuscripts

descended from textile pattern books, due to their geometric structure and basis on a

7 Frederick S. Weiser, “An Introduction,” in The Pennsylvania German Fraktur of the
Free Library of Philadelphia: An Illustrated Catalogue, ed. Frederick S. Weiser and
Howell J. Heaney, vol. 1 (Breinigsville, PA: The Pennsylvania German Society & The
Free Library of Philadelphia, 1976), xxvii

® Donald A. Shelley, The Fraktur-Writings of Illuminated Manuscripts of the
Pennsylvania Germans. (Allentown, PA: The Pennsylvania German Folklore Society,
1961), 103.

? Ibid., 105.

" Vernon S. Gunnion and Carroll J. Hopf, Pennsylvania German Fraktur and Color
Drawings (Lancaster, PA: Landis Valley Associates, 1969), n.p., page named “Ephrata.”
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grid."" Guy Tilghman Holliday attempts to draw connections between text and image in
one volume, the Ephrata Codex in the United States Library of Congress, discussed
below. He concludes that the “drawings may illustrate the text in two ways: by depicting
an object actually mentioned in the text or by presenting symbols that stand for
something in the text.”'?

No study of Ephrata visual art has been comprehensive. And similarly, to date, no
scholar has proposed a credible schematic for the organization or filiation of Ephrata
music manuscripts. In addition, as the most recent Ephrata musicologist Lucy E. Carroll

observed, “currently there is no adequate chronology of the oeuvre.”"”

Betty Jean Martin
came closest to a descriptive catalog in her 1974 dissertation.'* In her chapter entitled
“The Manuscripts of Music,” she mainly describes the physical attributes of the various
Ephrata and Snow Hill music manuscripts that she studied. These sources include those
held in several collections including the Library of Congress (LC), Historical Society of

Pennsylvania (HSP), Seventh Day Baptist Historical Society (SDBHS),"” and New York

Public Library (NYPL). Martin lacked access to two key sources of data: WorldCat,

"' Benson, Early American Illuminated Manuscripts, 14-15.

'2 Guy Tilghman Holliday, “The Ephrata Codex: Relationships Between Text and
[lustration,” Pennsylvania Folklife 20, no. 1 (Fall 1970): 43.

B Lucy E. Carroll, Selected Music from the Eighteenth-Century Ephrata Cloister: New
Editions Prepared for Concerts and Recordings of the Ephrata Cloister Chorus (n.p.:
Lucy E. Carroll, 1999), 5.

'* Betty Jean Martin, “The Ephrata Cloister and Its Music, 1732—1785: The Cultural,
Religious, and Bibliographical Background” (PhD diss., University of Maryland, 1974),
107-152.

"> While select manuscripts remain in the Seventh Day Baptist Historical Society in
Janesville, Wisconsin, the majority of this collection was moved, and is currently housed
in the Pennsylvania State Archives in Harrisburg, Pennsylvania.



19

which catalogued its first musical score in 1974,'° and Allen Viehmeyer’s An Index to
Hymns and Hymn Tunes of the Ephrata Cloister 17301766, published in 1995." As a
result of the research tools currently at one’s disposal, the list of music manuscripts in
this study is almost quadruple the number that Martin accessed.

In addition to her physical descriptions of the manuscripts, including dimensions,
paper watermarks, ink colors, and dedication information, Martin also provides numbers
of pages along with their pagination schemes. She also divides the manuscripts into two
categories: “Manuscripts of Music for the Weyrauchs Hiigel,”'® referring to the 1739
Zionitischer Weyrauchs Hiigel," and “Manuscripts of Music for the Turtel-Taube,”*
referring to the 1747 and 1749 editions of Das Gesdng der einsamen und verlassenen
Turtel=Taube.*' In addition, she includes three short sections comprised of the following:
“The 1754 Wunder-Spiel,”** referring to the 1754 Paradisisches Wunderspiel™

9924

manuscript-print hybrid; “Other Manuscripts,””" referring to two hymnals — a setting of

Das Lied der Liederen (The Song of Solomon, from the Bible) and a setting of

' Andy Havens, “RE: Form Submission — Contact — Your question about WorldCat
records,” Message to Christopher Herbert, February 17, 2017, Email.

L. Allen Viehmeyer, An Index to Hymns and Hymn Tunes of the Ephrata Cloister
1730-1766: Including All Printed and Manuscript Hymnals and Hymnal Fragments and
Representative Music Manuscripts (Ephrata, PA: Ephrata Cloister Associates, 1995).
' Martin, 117-136.

! [Ephrata Community], Zionitischer Weyrauchs Hiigel oder: Myrren Berg
(Germantown, PA: Christoph Sauer, 1739).

* Martin, 136-144.

*! [Ephrata Community], Das Gesdng der einsamen und verlassenen Turtel=Taube
nemlich der Christlichen Kirche (Ephrata, PA: Driicks der Bruderschafft, 1747). Both
editions of this work are given a 1747 publication date.

> Martin, 144-148.

 [Ephrata Community], Paradisisches Wunder=Spiel, welches sich in diesen letzten
Zeiten und Tagen... (Ephrata, PA: Ephratae Sumptibus Societatis, 1754).

** Martin, 148-150.
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Neuvermehrtes Gesiing der einsamen Turtel=Taube,” both in the Library of Congress;
and “The Snow Hill Manuscripts,””° referencing seven music manuscripts produced at
Snow Hill and the printed hymnals to which they correspond.

Throughout her study, Martin refers to the music manuscripts using the word
“codex.” In order to clarify the terminology, this study will only refer to Ephrata music
manuscripts as “manuscripts,” and will use the word “codex” uniquely in reference to the
“Ephrata Codex,” held in the Library of Congress.

After Martin, no scholar endeavored to develop a comprehensive organizational
system or description of the Ephrata music manuscripts, although Lucy Carroll attempted
a chronology based on written dates found in the prints and the music manuscripts.>’
Carroll’s work is valuable but also problematic in several respects: it omits many
manuscripts, it makes conjectures about certain dates, and it is non-specific with regard to
groups and types of materials.

It deserves to be stated that Viehmeyer’s invaluable /ndex organizes the oeuvre of
Ephrata hymn texts, and provides information about author, rhyme scheme, printed
hymnal correlation, musical incipit, and a limited list of music manuscript hymnals in
which each hymn appears. Although he identifies the majority of extant Ephrata music
manuscripts, Viehmeyer’s priority was to index the texts found in printed hymnals, and
not to organize the musical collections. For this reason, Viehmeyer’s work is an
indispensable tool for study, but it stops short of providing critical information about

music.

%> [Ephrata Community], Neu=vermehrtes Gesdiing der einsamen Turtel=Taube (Ephrata,
PA: Ephratae Typis Societatis, 1762).

2 Martin, 150—152.

27 Carroll, Selected Music, 12—-14.
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In order to understand the corpus of Ephrata hymnody, it was crucial to be able to
compare manuscripts across collections. Thus, the research for this dissertation was
performed by visiting all of the libraries and archives housing Ephrata and Snow Hill
music manuscripts listed in Viehmeyer’s /ndex along with listings in WorldCat. It also
included a visit to one unlisted private collection. With the permission of the various
librarians, archivists, and owners, photographs were taken. In many cases, each page of a
manuscript was photographed, but in some instances, limited time resulted in the capture
of only portions of a manuscript. Google Photos was then used to create an album for
each distinct manuscript. The result is a collection of several thousands of photos that are
used to compare and contrast the entire extant available collection of Ephrata and Snow
Hill manuscript materials. Such a collection of digital images so seamlessly organized
would have been prohibitively complicated until the current decade.

By examining the indexes (written in German as “Register”) at the back of each
music manuscript, and by analyzing the manuscripts’ contents and paleography, it was
possible to create a system of organization that corresponds to several of the printed
hymnals used and/or created in Ephrata between 1739 and 1766. Thus, in this study,
when referring to a music manuscript, a formulaic phrase is employed. Here is an
example: “music manuscripts for the 1749 Turtel=Taube Type 1.” This means that the
manuscript in question specifically corresponds to the 1749 printing of the Turtel=Taube,
and “Type 17 refers to its categorization as the first of two types of music manuscripts

that correspond to the printed 1749 hymnal.
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Here is a table that outlines the specific music manuscript types, providing

information about number of copies, corresponding printed hymnals, number of voices,

and likely dates of creation (see Table 2.1):

Manuscript Type Number Corresponding Printed Number Likely Date of
of Copies | Hymnal of Voices | Creation
Music Manuscript for 1739 | 19 Zionitischer Weyrauchs 4 Definitely post-
Zionitischer Weyrauchs Hiigel 1739, likely post-
Hiigel Type 1 1746, and
potentially circa
1751.
Music Manuscript for 1739 | 7 Zionitischer Weyrauchs 4 1742-1746.
Zionitischer Weyrauchs Hiigel and Das Gesding der Potentially circa
Hiigel Type 2 einsamen und verlassenen 1744.
Turtel=Taube (1747)
Music Manuscript for 1739 | 2 Zionitischer Weyrauchs 4 1746
Zionitischer Weyrauchs Hiigel and Das Gesding der
Hiigel Type 3 einsamen und verlassenen
Turtel=Taube (1747)
Music Manuscript for 1739 | 5 Zionitischer Weyrauchs 2 (mostly) | Likely pre-1746
Zionitischer Weyrauchs Hiigel and Das Gesding der
Hiigel Type 4 einsamen und verlassenen
Turtel=Taube (1747)
1746 Ephrata Codex 1 Zionitischer Weyrauchs 5 (mostly) | 1746 and 1749 or
Hiigel and Das Gesding der later
einsamen und verlassenen
Turtel=Taube (1747 and
1749)
Music Manuscript for 1747 | 5 Das Gesding der einsamen 4 (mostly) | 1747-1749
Turtel=Taube Type 1 und verlassenen
Turtel=Taube (1747)
Music Manuscript for 1747 | 2 Das Gesding der einsamen 2 (mostly) | 1747-1749
Turtel=Taube Type 2 und verlassenen
Turtel=Taube (1747)
Music Manuscript for 1747 | 2 Das Gesding der einsamen 5 1800-1850 (Snow
Turtel=Taube Type 3 und verlassenen Hill)
Turtel=Taube (1747)
Music Manuscript for 1749 | 33 Das Gesding der einsamen 4 Post-1749, likely
Turtel=Taube Type 1 und verlassenen circa 1754
Turtel=Taube (1749) (Ephrata);
1800-1850 (Snow
Hill)
Music Manuscript for 1749 | 9 Das Gesding der einsamen 4 1749-1753
Turtel=Taube Type 2 und verlassenen
Turtel=Taube (1749)
1754 Paradisisches 2 Das Gesding der einsamen 5 (mostly) | 1754

Wunderspiel Type 1

und verlassenen
Turtel=Taube (1749);
Deuteronomy, Jeremiah,
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Psalms, Revelation, and
Song of Solomon.

1754 Paradisisches 8+ Das Gesding der einsamen 4 (mostly) | 1754
Wunderspiel Type 2 und verlassenen
Turtel=Taube (1749);
Deuteronomy, Jeremiah,
Psalms, Revelation, and
Song of Solomon.

Music Manuscript for 1755 | 2 Nachklang zum Gesding der | 4 circa 1755

Nachklang zum Gesdng der einsamen Turtel=Taube

einsamen Turtel=Taube (1755)

Music Manuscript for 1762 | 9 Neuvermehrtes Gesdng der | 4 circa 1762

Neuvermehrtes Gesdng der einsamen Turtel=Taube

einsamen Turtel=Taube (1762)

Music Manuscript for 1763 | 4 Liebliche Lieder (1763 4 circa 1763

Liebliche Lieder manuscript — not print)

Additional non-categorized | 12 Various Various 1739-1850

manuscripts (Ephrata and
Snow Hill)

Table 2.1: Summary of Ephrata and Snow Hill music manuscripts.

Some types of music manuscripts are standardized: they mostly resemble one
another in size and content, and follow a universal order of pagination. Other types of
manuscripts contain more variation: content is shared among them for the most part, but
pagination is variable; what hold these types together are physical resemblance and a
general correspondence to a specific printed hymnal. It would appear that the differences
between manuscript types are due to liturgical function or purpose. Hypotheses regarding
function are proposed below when relevant.

When the music manuscripts are viewed in the chronological order of their
printed hymnal correspondence, various patterns emerge. One general theme seen
throughout the oeuvre is that a section of one type of manuscript is used as a practice run
for the subsequent type. For example, hymns found in music manuscripts for the 1739
Zionitischer Weyrauchs Hiigel Type 2 and Type 3 are also found in music manuscripts
for the 1747 Turtel=Taube. The difference between them is that the hymns in the

manuscripts for the 1739 Zionitischer Weyrauchs Hiigel are not given correspondence
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numbers, but are numbered in manuscripts for the 1747 Turtel=Taube. The reason for
this is one of simple chronology: the music manuscripts for the 1739 Zionitischer
Weyrauchs Hiigel were created before the 1747 Turtel=Taube hymnal went to print, and
hence before page numbers could be assigned.” The fact that there is a preexistence of
musical settings for hymns from the 1747 Turtel=Taube reveals that the hymns (both text
and music) were in use at Ephrata during the mid-1740s and that the music manuscript
was the format in which Ephrata writers and composers could present and test them out.
This indicates an ongoing process of creation — a workshop system of continual
invention, always looking to push the boundaries and include more varieties of settings
for future collections.

The evolution of manuscripts is reflected by aforementioned studies of Ephrata’s
visual art, focusing mainly on broadsides and books, whether musical in nature or not.
The notable Pennsylvania folk art collector Henry S. Borneman, after which an extensive
collection at the Free Library of Philadelphia is named, wrote the following:

I am disposed to think that certain general designs were naturally

developed at Ephrata through the years, each designer, perhaps, more or

less subconsciously following the other. Indeed, one who is familiar with

Ephrata Manuscripts will be able to identify them from their general

appearance as the product of the Cloister, and not because of designs
emblematic or symbolical of religious teachings.*

%% Albeit tangential, a valid question emerges at this point: why did the musicians of
Ephrata leave the hymn numbers in manuscripts blank once the printed hymnal was
created? It would have been simple to fill them in. There are two likely answers: (1) with
the exception of the Ephrata Codex, discussed below, music manuscripts can only
correspond with written numbers to one hymnal. The addition of numbers from a
different hymnal would have been inconceivable, or at least confusing; and (2) once a
new printed hymnal was published, all efforts went to creating new music manuscripts
for it. At this point, the older manuscripts might have been retired.

* Henry S. Borneman, Pennsylvania German Illuminated Manuscripts: A Classification
of Fraktur-Schriften and an Inquiry into their History and Art (New York: Dover
Publications, Inc., 1973), 52.



25

Borneman’s statement can be credibly applied to the music manuscripts. The process of
musical composition and text setting at Ephrata was transmitted in practice rather than in
didactic theory. Different scribes and illustrators likely worked on one manuscript as a
joint project, with one scribe’s work undoubtedly influencing the work of the next. The
various music manuscript types outlined below are therefore representative of this
fluidity of evolution in Ephrata’s artistic production.

It deserves to be stated that Ephrata (and Snow Hill) music manuscripts do not
necessarily exist in their original form. Most have been rebound at least once, either by
eighteenth century or nineteenth century owners, or by twentieth or twenty-first century
conservators. It is possible that several of today’s extant copies are amalgamations,
reorganizations, or physical combinations of earlier books (for an example, see the
section on music manuscripts for the 1747 Turtel=Taube Type 1, below). Along these
lines, not all title pages with dates or dedications may be accurate or reflect a
manuscript’s contents. For these reasons, any organization of Ephrata music manuscripts
will be necessarily imperfect and subject to future revision.

A potential task for a bibliographic expert would be a comprehensive study of
watermarks found across the Ephrata music manuscript oeuvre. The rationale for such an
inquiry would be based on the known existence of at least two Ephrata paper mills.
Apparently the first Ephrata paper mill closed in 1745, with another being established by
1750.%° There are several different Ephrata watermarks related to these two mills,”' and

they are found across Ephrata prints and manuscripts (see Figure 2.1 for an example). In

*% John Bidwell, 46-47.
*! For an inventory of Ephrata watermarks, see Thomas L. Gravell and George Miller,
American Watermarks 1690—1835 (New Castle, DE: Oak Knoll Press, 2002), 174—175.
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addition, Ephrata purchased paper from other Colonial mills and European vendors. An
investigation of the use of these papers across documents could potentially yield

information about chronology and manuscript creation process.

Figure 2.1: Ephrata watermark (EFRATA) as seen in Winterthur, Col. 318, 65 x 562,
section 1, page F. Courtesy, the Winterthur Library: Joseph Downs Collection of
Manuscripts and Printed Ephemera.

What follows below are categorizations and descriptions of Ephrata and Snow
Hill music manuscripts, based on all the data accessed over the course of this study.
When relevant, historical information is included. In some cases, the entire music
manuscript type is described as a whole. Below the general descriptions of each
manuscript type is a list of the specific manuscripts, indicated by collection name and
internal call number or manuscript number. In cases where there is significant variation
among members of the same type and supplementary explanation is required, additional
characteristics of the specific manuscripts are provided. Appendix J includes a

comprehensive list of the contents of each music manuscript type. A complete chart of
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music manuscripts is also provided in Appendix I, with a key to Viehmeyer’s Index
abbreviations, if applicable.
Music Manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1

This music manuscript type contains four-voice (SATB) hymn settings (unless
notated below), and all musical settings correspond to hymns found in the 1739
Zionitischer Weyrauchs Hiigel. Three hymns are set per page, with the layout across the
book from the verso to the recto side. Pagination is denoted on the top left corner of the
verso side, with one number per verso-recto pair.”> The Register is printed and is titled
“Melodien-Register.” It provides one page number per text incipit, placed to the right of
the text in a vertical column. This manuscript type is the most consistently and ornately
decorated of the entire oeuvre. Most music manuscripts of this type contain illustrations
on pages 3, 22, 36, 60, 87, 88, and 121 (see Figure 2.2).33 There is no consistent size for
this music manuscript type, but most of them fall between duodecimo and octavo
dimensions.”* Most manuscripts of this type contain modal charts type 3a>” at the
beginning. The ordering of hymns and pagination is generally consistent among

manuscripts of this type.

> While many studies of music manuscripts group pages by recto-verso pairings, Ephrata
music manuscripts are organized according to verso-recto assembly.

33 Bach, 162-168. Bach provides an analysis of the illuminations in the music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1, and notes their patterns
(or lack thereof), and any correlation they might have to the hymn texts.

** The sizes of books and manuscripts referred to in this study are in accordance with the
guidelines of the American Library Association. See Michael Levine-Clark and Toni M.
Carter, eds., ALA Glossary of Library and Information Science, 4™ ed. (Chicago: ALA
Editions, 2013), 38.

3% See Appendix B for the full list of modal chart classifications.
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| Fl(gure 2.2: Music Mérfuscﬁp for-739 Zionitischer Weyrauchs Hé Type 1
Winterthur, Col. 318, 65 x 554, page 121. Courtesy, the Winterthur Library: Joseph
Downs Collection of Manuscripts and Printed Ephemera.

We know from the Chronicon and first-hand reports that the Ephrata sisterhood
led a scriptorium that was responsible for the creation of many of the music manuscripts.
In addition to taking the account of the Chronicon at face value, one may deduce an
important clue from it. The Chronicon details information about the “writing-school,
where the writing in ornamental Gothic text was done.”® As mentioned in the
annotations in Appendix D, the Chronicon provides details of extended journeys taken by
many of the Ephrata brethren as far as Connecticut during the early-to-mid 1740s. These
trips would have displaced a significant part of the Ephrata’s labor force, and suggests
that the solitary sisters would have been responsible for much of the communal duties

including, of course, the copying work. Several other accounts in the Chronicon and

elsewhere provide clues regarding the sisters’ work: For example, Beissel gave Sister

3% Lamech and Miller, 168—169 (See Appendix D, 334).
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Anastasia the task of copying hymns®’ during the early 1740s. In addition, although it
was slightly later, the account of Israel Acrelius’ visit to Ephrata describes the sisters as
“engaged in copying musical note-books for themselves and the brethren.”® In the
twentieth century, Dorothy Duck attempted to reconstruct the system of copying of
manuscripts, with the conclusion that various visual motifs were the signatures of various
female artists.”

It is reasonable to conclude that this manuscript type — the music manuscript for
the 1739 Zionitischer Weyrauchs Hiigel Type 1, produced during the 1740s or early
1750s — is largely the work of the women of Ephrata, if not in composition, then at least
in copying. This hypothesis is significant because it helps to identify the neater Gothic-
type script and illuminations of this manuscript type as the work of the sisters, and helps
to differentiate it from other manuscript types, therefore attempting to shine a light on the
issue of authorship, discussed in Chapter 5. It also casts potential doubt on Martin’s
unsubstantiated assertion that “the most magnificent examples of calligraphy appeared at
Ephrata between 1745 and 1755.”*° Of course, the classification of any calligraphy as
“most magnificent” is subjective. However, if we interpret the phrase to mean
“consistently decorative,” then Martin’s time frame should be shifted as early as 1739 to

include music manuscripts of this type.

°7 Lamech and Miller, 163-164 (See Appendix D, 329-331).

% Israel Acrelius, “Visit by the Provost Magister, Israel Acrelius, to the Ephrata Cloister,
Aug. 20, 1753,” in A History of New Sweden, or the Settlements on the River Delaware,
trans. William M. Reynolds, (Philadelphia: Publication Fund of the Historical Society of
Pennsylvania, 1876), 376. See Appendix G for the full quotation.

** Dorothy Hampton Duck, “The Art and Artists of the Ephrata Cloister,” Journal of the
Lancaster County Historical Society 97, no. 4 (1995): 138.

* Martin, 108.
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All this stated, it is important to mention that we are unable to provide a definitive
creation date or period for this manuscript type. There are no authorship inscriptions to be
found on them, and only one of them bears a title page with dates. This is “Mother
Maria’s book™ in the private collection of Guy Oldham in the United Kingdom (see
Figures 2.3 and 2.4). Its inscription reads, “Schwester Maria / Werde gekronet mit dem
seligen Hoffnungs Krantz: vor Ihre gehabte Miih und Leiden hier auf Erden. Und: esse
das Brod der Unverweszlichkeit im Paradis Gottes. Ephrata 1751.” This translates as,
“Sister Maria: may you be crowned with the blessed wreath of hope for your troubles and
sufferings here on earth, and may you eat the bread of incorruptibility in God’s Paradise.

Ephrata 1751.” (Translation by Hedwig Durnbaugh.)

Figure 2.3: Music Manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 1
Guy Oldham Private Collection, “Mother Maria’s book,” title page.

If the 1751 date accurately reflects the remainder of the manuscript, it would

situate it twelve years after the publication of the 1739 Zionitischer Weyrauchs Hiigel
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print. Indeed, there is no reason to doubt that 1751 is the date of the manuscript. The
calligraphic style, paleography, and border decorations of the title page match those of
the body of the manuscript. The pictorial imagery found on various pages reflects the
idea of sisterhood, with images of women in devotional positions (see Figure 2.4), and
therefore coordinates with Mother Maria (Maria Eicher), the prioress of the sisterhood ca.
1745-1764. 1t should be mentioned that depiction of humans, while commonplace in
other Ephrata Fraktur including Der Christen ABC, is rare in music manuscripts. Thus,
although the Mother Maria book greatly resembles other music manuscripts for the 1739
Zionitischer Weyrauchs Hiigel in content and form, it deviates from the standard because

of its specific imagery.
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Figure 2.4: Music Manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 1
Guy Oldham Private Collection, “Mother Maria’s book,” page 23.
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In addition to the issue of one particular title page, the presence of modal chart
type 3a in many of the music manuscripts brings another layer of complexity to this
study, corroborating the 1751 date in the Mother Maria book. Modal chart type 3a
contains eleven modes as opposed to nine. It also usually presents “Der 4 Stimmen ABC,”
Ephrata’s unorthodox modification of the régle de [’octave, discussed in Chapter 3.
Because these two modes (D major and D minor) plus the régle de I’octave adaptation do
not appear in the 1746 treatise and accompanying modal charts, it is likely that they were
added to Ephrata’s musical system after 1746. This suggests that music manuscripts
containing modal charts of type 3a (and 3b and 3c, for that matter) would be dated after
1746. The notion that music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel
Type 1 might come after music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel
Type 2, 3 and 4, and the Ephrata Codex (all discussed below) is probable. It would
suggest that Type 1 (containing only one continuous grouping of pages with simple
pagination) represents a refinement of the complicated organizational schemes found in
the other music manuscripts of this type. We cannot make such a claim with absolute
confidence, however. For this reason, we can date music manuscripts for the 1739
Zionitischer Weyrauchs Hiigel Type 1 as definitely post-1739, likely post-1746, and
potentially circa 1751.

Because of their colorful illuminations, music manuscripts of this type have
received the most attention by scholars of Ephrata studies, usually through the lens of
theology or art history. And because so many of the hymns in the 1739 Zionitischer
Hiigel are by European authors, it means that the majority of the hymns set in these music

manuscripts are set to non-Ephrata texts (compared with settings of the Turtel=Taube, an
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entirely Ephrata-original work). This lopsided focus on music manuscripts for the 1739

Zionitischer Weyrauchs Hiigel is somewhat ironic; it reveals a dearth in attention paid to

other music manuscripts that are wholly unique to Ephrata and American Colonial

history.

Here is a table (see Table 2.1) of the 19 extant available copies of music

manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1. For a comprehensive list

of its contents, see Appendix J.

Viehmeyer

Collection City State | Internal call number Origin | Classification®'
Columbia Ephrata Cloister manuscript
University New York NY collection 9* Ephrata | BLB
Elizabethtown
College Library | Elizabethtown | PA MMS-0003 Ephrata
Elizabethtown
College Library | Elizabethtown | PA MMS-0004* Ephrata | MBV
Ephrata Cloister
Collection Ephrata PA EC 85.3.1 Ephrata | ECH
Ephrata Cloister
Collection Ephrata PA EC97.1 Ephrata
Free Library of
Philadelphia Philadelphia PA Borneman MS 2 Ephrata | PPA

Kingston Not catalogued. Also known as
Guy F. Oldham | upon Thames | UK | “Mother Maria’s book*! Ephrata
The Hershey
Story Museum Hershey PA c. 14 Ephrata | HMA
The Hershey
Story Museum Hershey PA c. 13 Ephrata | HMB

*! Viehmeyer assigned three-letter codes for most of the music manuscripts he accessed.
The research for this dissertation took additional music manuscripts into account. For this
reason, not every manuscript has a Viehmeyer classification. See “Hymn Text and Hymn
Tune Books Index” in Viehmeyer, /ndex, unnumbered pages.

*2 This manuscript’s Register is intended for music manuscripts for the 1739 Zionitischer
Weyrauchs Hiigel Type 2 in format, but its page numbers correspond to Type 1.

* This music manuscript is for five voices (SATBB). Although it is similar in content to
the other music manuscripts of this type, it is not similar in paleography or calligraphic
illumination. It contains modal chart 3a with paleography matching music manuscripts
for the 1749 Turtel=Taube type 1. For this reason, this particular music manuscript was
likely created separately from others of its type.

* Bach, 207. NB: a fifth part (the second bass) is added throughout music in this
manuscript in red ink written above the preexisting bass part.
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HSP Philadelphia PA Cassel Collection, Document 10 | Ephrata | HPA
Juniata Huntingdon PA DS 020 Ephrata
Juniata Huntingdon PA DS 021 Ephrata
Lancaster

History Museum | Lancaster PA Not catalogued*’ Ephrata
Pennsylvania

State Archives Harrisburg PA MG 351, Item 199 Ephrata
Pennsylvania

State Archives Harrisburg PA MG 351, Item 197 Ephrata | SDD
Pennsylvania

State Archives Harrisburg PA MG 351, Item 198 Ephrata | SDE
State Library of

Pennsylvania Harrisburg PA RB 783.95 Ep38ma Ephrata | SHB
United States

Library of

Congress Washington DC M 2116.E6 1745 (B) Ephrata | LCC
Winterthur

Museum,

Garden &

Library Wilmington DE Col. 318, 65 x 554 Ephrata | WMA

Table 2.2: The extant available copies of music manuscripts for the 1739 Zionitischer
Weyrauchs Hiigel Type 1.

Music Manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 2

This music manuscript hymnal contains four-voice (SATB) hymn settings. Three
hymns are set per page, with the layout across the book from the verso to the recto side.
Pagination is denoted on the top left corner of the verso side, with one number per verso-
recto pair. The Register is printed as “Melodien Register” and it is in two columns
corresponding to two separate sections of the manuscript. If a hymn appears in the first
large section, it is given a number in the left column; if it appears in the second large
section, it is given a number in the right column; some of the incipits found in the
Register correspond to hymns that are set two or three times throughout the manuscript,

and are given numbers in both columns.

* This manuscript was discovered in the Lancaster History Museum’s collections in July
2017. An article about this manuscript by Jeff Bach is forthcoming.
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Figure 2.5: Music Manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 2. Ephrata
Cloister Collection, EC 77.4, section 1, page 15.

This music manuscript type corresponds mainly to hymns in the 1739 Zionitischer
Weyrauchs Hiigel, and also contains some hymns from the 1747 Turtel=Taube. This
manuscript type also contains settings of antiphonal motets, including the Rose-Lilie-
Blume sequence (discussed throughout this chapter and also in Chapter 4 and Appendix
H), found throughout several types of Ephrata music manuscripts. The Rose-Lilie-Blume
section of the manuscript contains minimal illuminated lettering and decoration. And
other than in this section, none of the music manuscript hymnals of this type contain
elaborate illustrations, and nearly all are produced solely with black ink. Paleography
varies significantly throughout each manuscript of this type, suggesting creation by a
number of different scribes. There is no consistent size for this music manuscript, but
most fall between duodecimo and octavo dimensions. Of the seven manuscripts of this

type, three contain modal charts. Two of these are complete, and correspond to chart type
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2a.*® The third is partial, but corresponds in paleography to type 2a, which is distinctly
different in style from other chart types.

In general, the manuscripts of this type do not correspond neatly to one another in
terms of hymn order or pagination, which varies widely between manuscripts. As stated
above, music manuscripts of this type contain hymns from the 1747 Turtel=Taube. These
hymns are not given correspondence numbers to a printed hymnal, confirming that the
manuscripts date from before 1747.

A possibility is that this type of hymnal was considered a practice run for the
Ephrata Codex and/or music manuscripts for the 1747 Turtel=Taube. The rationale for
this is as follows. First, the paleography for Type 2 is quite different from that of Type 1
(the work of the sisters, as suggested above). We also know, according to the
Chronicon,"” that the brothers prepared the Ephrata Codex. It is conceivable that the
brothers created music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 2 in
preparation for the Ephrata Codex, particularly given the similarity in content between
the two.

Second, there are no elaborate illuminations in Type 2, and this stands in contrast
to the more decorative Type 1. The relative plainness of Type 2 abandons the typical
presentational nature of Ephrata music manuscripts, and this suggests that Type 2 might
have functioned as a draft. Alternatively, it is conceivable that Type 2 manuscripts were

created by scribes who were not versed in the practice of illumination. Given that the

% See Appendix B.
*" Lamech and Miller, 168. For the complete quotation plus annotation, see Appendix D,
333-334.
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sisters were known for their scriptorium and illuminations, this suggests that Type 2 was
created by the Ephrata brethren.

Third, the double columns in the Register also allow for the frequent setting of
certain hymn texts more than once. Winterthur, Col. 318, 65 x 562 shows evidence of
mistakes in the Register, with “x” marks next to numbers that were not ultimately
included in the collection. This seems to indicate that Type 2 was a work in progress; as
hymn texts were selected and as their music was composed, page numbers were then
written in the Register without necessary correspondence across various manuscripts of
the same type. The perceived result of this is a system of creation that led to a final
version found in the Ephrata Codex.

It appears that the Register for this manuscript type was printed before the music
was written and/or organized. This inference is based on the fact that there is no set
scheme of pagination for the Register, and many hymns are listed but not set to music.
This would suggest that every text hymn had the potential of a musical setting, but not all
were ultimately set due to time or choice. In general, the hymns at the beginning of Type
2 (the section with lettered pages) either correlate with the hymns that are written at the
end of Type 1, or are hymns that are set for the first time at Ephrata. Given that the
hymns at the end of Type 1 appear to be additions, it follows that they are the first ones
included in Type 2. Other than this, there does not appear to be a correlation between
sections of Type 2 with Type 1.

The date of these music manuscripts is likely no earlier than 1742. The evidence
to support this is the presence of the hymn “O wohl dem! Der von Hertz” listed in the

Register, but not set to music. This hymn is only found in the 1742 printing of Geistliches
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Blumen=Feld," a limited print that does not serve as a general hymn source for Ephrata.
The music manuscript is also produced no later than 1746, which is the year of the
creation of the Ephrata Codex. The rationale for this is that if Ephrata Codex is the end
result of the various music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type
1, then 1746 would be the latest date for their production. Taking the 1744 inscription in
Ephrata Cloister Collection, EC 77.3 at face value, then we can date Type 2 securely in
1744. Thus, we shall set the bounds for Type 2 between 1742 and 1746, with the strong
possibility that the type dates to 1744.

The following is a table of the seven extant available copies of music manuscripts
for the 1739 Zionitischer Weyrauchs Hiigel Type 2. For detailed descriptions of each

manuscript and a comprehensive list of contents, see Appendix J.

Viehmeyer
Collection City State | Internal call number Origin | Classification
Columbia Ephrata Cloister manuscript
University New York NY collection 12 Ephrata | BLD
Ephrata Cloister
Collection Ephrata PA EC773 Ephrata | ECZRG
Ephrata Cloister
Collection Ephrata PA EC 774 Ephrata | ECG
Free Library of
Philadelphia Philadelphia | PA Borneman MS 10 Ephrata | PPE
Pennsylvania
State Archives Harrisburg PA MG 351, Item 211 Ephrata | SDB
United States
Library of
Congress Washington | DC M 2116.E6 1745 Ephrata | LCD
Winterthur
Museum, Garden
& Library Wilmington | DE Col. 318, 65 x 562 Ephrata | WME
Table 2.3: The extant available copies of music manuscripts for the 1739 Zionitischer
Weyrauchs Hiigel Type 2.

48 Viehmeyer, Index, 215.




39

Music Manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 3

This music manuscript hymnal type contains four-voice (SATB) hymn settings,
with three hymns per page, set from the verso to the recto side. Page numbers are found
on the top left corner of the verso side, with one number per verso-recto pair. The
Register at the end of the manuscript is handwritten and untitled. Next to hymn text
incipits are two columns corresponding to the two large sections of the manuscript. As in
Type 2, page numbers for the first large section are in column 1, and for the second large
section in column 2. Some of the incipits correspond to hymns that are set two or three
times throughout the manuscript. Some hymn text incipits are not given any
corresponding page numbers. Letters are written in the Register next to hymns that are
included in the lettered pages section. There are some illustrations in this manuscript
type, but none is elaborate. Both manuscripts of this type are produced solely with black
ink. Handwriting varies throughout the manuscript, suggesting creation by a number of
scribes. Both manuscripts of this type are roughly in octavo dimension and include a
handwritten copy of the music theory treatise. At the end of the treatise, type 1 modal
charts are included. The two manuscripts are not congruent, but largely share the same
contents. Organization and pagination varies between the manuscripts, according to the

patterns detailed below.
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Figure 2.6: Music Manuscript for 1739 Zionitischer Weyraubhs Hiigel Type 3. Ephrata
Cloister Collection, EC 80.33.2, section 2, page B.

The contents of this manuscript type are largely similar to those found in music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 2. They contain hymns set
to the Zionitischer Weyrauchs Hiigel along with several hymns from the 1747
Turtel=Taube. As is the case with Type 2, these Turte/=Taube hymns are not given
correspondence numbers, and this corroborates the stated 1746 completion date for both
manuscripts.

It is evident that Type 2 is a trial run for Type 3. The formats of the two types are
overwhelmingly similar. The principal difference between the two versions is that Type 3
is presentational in nature and contains the manuscript copy of the music treatise.
Pagination between the two types is similar. For example, section 2, page 5 of HSP,

Cassel Collection, Document 11 follows the same ordering as section 3, pages 2627 of



41

Winterthur, Col. 318, 65 x 562. This possibly signifies that hymns were grouped in
clumps, perhaps because they carried a particular religious or liturgical significance for
the community. The fact that hymns remain in groups across various versions of the same
hymnal indicates that the process of creation was one that took a degree of planning and
preparation, and versions like Type 2 were consulted when constructing more
presentational versions like Type 3 and the Ephrata Codex.

In many cases, hymns with text by Ephrata writers (particularly those written by
Beissel), are grouped together. For example, HSP, Cassel Collection, Document 11
groups Beissel’s texts together sometimes for several pages at a time (as in the first 15
pages of section 4), or just for one page in the middle of a section (section 4, page 91).

Here is a table of the two extant available copies of music manuscripts for the
1739 Zionitischer Weyrauchs Hiigel Type 3. For detailed descriptions per manuscript and

a comprehensive list of contents, see Appendix J.

Viehmeyer
Collection City State | Internal call number Origin | Classification
Ephrata Cloister
Collection Ephrata PA EC 80.33.2 Ephrata | ECI
HSP Philadelphia | PA Cassel Collection, Document 11 Ephrata | HPE
Table 2.4: The extant available copies of music manuscripts for the 1739 Zionitischer

Weyrauchs Hiigel Type 3.
Music Manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 4
This music manuscript hymnal mostly contains two-voice hymn settings of
Ephrata hymns, with at least four hymns per page, set from the verso to the recto side.
Page numbers are found on the top left corner of the verso side, with one number per
verso-recto pair. Most manuscripts of this type are oblong in shape. In content,

paleography, lack of illumination, and use of black ink, this manuscript type is most like
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Type 2. The principal difference is the use of two voices, as opposed to four. The notable
exception to this is the Rose-Lilie-Blume sequence found in each volume, set in its
standard four-voice format. This sequence is found in central locations in the hymnals,
denoting its aforementioned presumed liturgical importance. As in Type 2 and Type 3,
the manuscripts of this type are organized in two large parts that correspond to the right
and left columns in the Register. The Register (titled “Melodien Register”) is either

printed or handwritten — it is not consistent across the manuscript type.
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Figure 2.7: Music Manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 4.
Pennsylvania State Archives, MG 351, Item 210, section 1, page 15.

Type 4 mirrors Type 2 and Type 3 in many ways; their structures and content are
largely the same. In addition, Type 4 resembles Type 2 a in its handwriting and style (see
Figure 2.7). For this reason, Type 4 might be viewed as a rehearsal for Type 3, just as
Type 2 is.

The fact that this hymnal type exists as a two-voice volume creates an opportunity
for inquiry. The voice included across all versions is the soprano part — the hymn tune.
The other parts that are set — alto, tenor, and bass — vary from manuscript to manuscript

within the type. This leads to a question about the purpose of providing two voices
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instead of four. One possibility is that the manuscript was intended for use by singers of a
particular voice part. Such a manuscript type would save time for the copyist. Another
theory views the two-part manuscript as a compositional sketchbook for hymns. Given
that Type 4 is likely a precursor to Type 3 and the Ephrata Codex, such an idea could be
valid. However, there is no method by which to prove that this is the case, since none of
the manuscripts of this type is dated, making it impossible to establish a precise
chronology. A discussion of music marginalia in Chapter 4 takes the topic of two-part
settings further, exploring the ideas from this paragraph in more depth.

Here is a table of the five extant available copies of music manuscripts for the

1739 Zionitischer Weyrauchs Hiigel Type 4:

Viehmeyer

Collection City State | Internal call number Origin | Classification
Ephrata Cloister
Collection Ephrata PA EC 74.1 Ephrata | ECA
Free Library of
Philadelphia Philadelphia | PA Borneman MS 9 Ephrata | PPD
Juniata Huntingdon | PA DS 034 Ephrata
New York Public
Library New York NY *KD 1739 Ephrata | NPB
Pennsylvania
State Archives Harrisburg PA MG 351, Item 210 Ephrata | SDK

Table 2.5: The extant available copies of music manuscripts for the 1739 Zionitischer

Weyrauchs Hiigel Type 4.
The 1746 Ephrata Codex
This large volume — the lengthiest of the Ephrata music manuscripts — is a
combination of hymns from the 1739 Zionitischer Weyrauchs Hiigel and both the 1747
and 1749 Turtel=Taube. The ordering of sections and pages is unique and non-congruent
in relation to other Ephrata music manuscripts. The Register is similar to that of music

manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 3, in that it is handwritten
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and contains two columns for numbers, corresponding to two large sections. The hymns
listed in the Register are from Zionitischer Weyrauchs Hiigel, and hymns corresponding
solely to the Turtel=Taube are not mentioned. The majority of the music in the
manuscript is in five parts (SATBB) with several four-part settings and a few six- and

seven-part pieces as well.
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Figure 2.8: The 1746 Ephrata Codex. LC, M 2116.E6 1746, section 3, page 115.
Courtesy, the Music Division at the Library of Congress.

The manuscript is dedicated to Beissel, as indicated clearly by the opening page, a
large square folio bound into the manuscript, and folded out from the bottom. The center
of this page contains large Gothic Fraktur script with the word “Fridsam” (“Fridsam,”
“Friedsam,” or “Vater Friedsam” was one of Beissel’s chosen names) and a dedicatory
text. Surrounding the page are Biblical quotations with names of various brethren (Jethro,
Nehemia, Theonis, Jonathan, and Jaebez) below them. These men are presumably
authors, composers, and/or scribes of the volume. It is possible that the Ephrata Codex’s

dedication coincided with the completion of a new meetinghouse constructed in 1746
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named Bethania. This construction of this house was prompted by the ejection of Israel
Eckerlin from Ephrata and “perhaps symbolized a resurrection of the brothers’ order.”*’

It is important to mention the unique history of the Ephrata Codex. In her
dissertation, Martin relates some of the manuscript’s provenance, describing its status as
a gift from Peter Miller to Benjamin Franklin in 1771, Franklin’s gift of it to the
English parliamentarian John Wilkes in 1775, its subsequent century-and-a-half absence
from the historical record and related questions surrounding its existence based on a
passage in the Chronicon,”' and its rediscovery in 1927 at a Park Avenue book collectors’
auction.”” The American antiquarian Gabriel Wells purchased the Ephrata Codex at the
auction for $475 and then sold it to the Library of Congress for the same price.”

The fact that the Ephrata Codex is a dedicatory volume and also a compendium
work is echoed by its decorative nature. This manuscript is the only one across the entire
Ephrata oeuvre to use Roman numerals consistently. Starting in section 2,”* Roman
numerals are employed to number hymns, usually with three numerals per page. In
addition, the decorations in this volume are entirely unlike those found in the other music
manuscripts. The standard Ephrata visual art tropes are colorful flowers, birds, and other
imagery in early Fraktur style. Also common are more abstract designs that serve the
function of filling blank page space and/or dividing hymns from one another. By contrast,
the Ephrata Codex is decorated mostly with elaborate and abstract drawings in black and

grey. These drawings are more classical in style, and are found almost exclusively on the

* Bach, 133.

>0 See Appendix E for Miller’s letter to Franklin that accompanied the Ephrata Codex.
> Lamech and Miller, 168. See Appendix D, 333-334.

>2 Martin, 127—131.

> Ibid, 353.

>* See Appendix J for a comprehensive listing of section divisions and contents.
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right side of the recto page serving as visual flourishes to complete each hymn. They
begin in section 3, and are concurrent with the Roman numerals. At the end of section 3,
antiphonal hymns are presented, with choirs alternating from one hymn to the next. Here
the classical decorations are adjusted to reflect this change in content. Earlier, the
decorations were organized three per page, which each situated at the end of a stave. The
design at the end of section 3 is one larger decoration per page that spans all three staves.
This visual element helps to reinforce the hymns’ interconnectivity (see Figure 2.8).
Whereas the norm in Ephrata music manuscripts is to set at least three hymns per
verso-recto page, the organization of the Ephrata Codex is more spacious. Sometimes
only two hymns are set on a page in the manuscript. For example in section 1, page P, the
hymn “Der reine Lebens=Geist schwingt” is set on two systems. The identical setting in
HSP, Cassel Collection, Document 11 is found in section 2, page P (minus the second
bass part). Here, the hymn spans the middle of the page from verso to recto, and then is
finished at the end of the top system, divided by a decorative barrier from the hymn “O
was for Gunst und groe Gnad.” Thus, rather than conserving space and paper, the
Ephrata Codex is liberal in its use of space, which reflects its status as a presentational

volume to honor Beissel (see Figures 2.9 and 2.10).
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Figure 2.9: The 1746 Ephrata Codex. LC, M 2116.E6 1746, section 1, page P.
Courtesy, the Music Division at the Library of Congress.
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Figure 2.10: Music Manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3. HSP,
Cassel Collection, Document 11, section 2, page P.

As stated above, the Ephrata Codex contains hymn settings of texts found in a
variety of manuscript sources. The majority of the volume sets texts from the 1739
Zionitischer Weyrauchs Hiigel, but additional texts from the 1747 Turtel=Taube
(unnumbered), and 1749 Turtel=Taube (numbered!) are included. Before 1749, no
pagination scheme for the second publication of the Turte/=Taube would have been in

existence. Therefore, the fact that hymns from a 1749 publication with corresponding
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numbers are included indicates that the Ephrata Codex was augmented in or after 1749.

This would place the date of creation for the manuscript in 1746 (the stated date on the

title page) with subsequent add-ons in 1749 or after. What is remarkable is that the
supplementary 1749 hymns are added to section 3 within the pagination scheme
presented in the 1746 Register. For example, as mentioned below in the description,

section 3, page 163—166 corresponds to the 1749 Turtel=Taube, but pages after this

(167-205) match with the 1739 Zionitischer Weyrauchs Hiigel. This would suggest that

the process of manuscript creation in 1746 accounted for an expected addition, or that
pages 163—166 are replacement pages for music that had been originally included in
1746. In either case, the Register does not have any listing for hymns or motets for
section 3, pages 163—166. The paleography and lack of decoration for these pages are
distinctively different from the rest of the volume. The handwriting is messier, less

precise, and hurried. It appears to be the work of one person (see Figure 2.11).
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Figure 2.11: The 1746 Ephrata Codex. LC, M 2116.E6 1746 section 3, page 164

Courtesy, the Music Division at the Library of Congress.
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There is an additional important feature of the Ephrata Codex settings of hymns
corresponding to the 1749 Turtel=Taube. Among the music manuscripts from Ephrata,
these settings are only found in the Ephrata Codex and music marginalia for 1749
Turtel=Taube prints located today in libraries throughout the United States and abroad.
Many of these hymn settings correspond only to a stanza within the text of an overall
hymn. This would suggest a careful curating of specific favorite texts by the composer.
For example, the hymn “Wer sind dann die, so fliegen her als” in section 3, page 164 of
the Ephrata Codex corresponds to stanza 7 of the hymn “Wach auf und brich im Licht,”
which commences on p. 473 of the 1749 Turtel=Taube. “Wach auf und brich im Licht” is
set in other music manuscripts, but stanza 7 is only found in the Ephrata Codex. That
these texts are sectioned off in such a way implies a more specific focus on poetic
meaning and musical affiliation. A discussion of the marginalia is found in Chapter 4.

It should be noted that hymn texts other than those in the 1739 Zionitischer
Weyrauchs Hiigel and the two versions of the Turtel=Taube are set in the Ephrata Codex.
One hymn text is only found in a manuscript located today the Boston Public Library:
“Lobe lobe lobe lobe Zion deinen Gott” is uniquely located in the Boston manuscript, and
is set to music in 5 parts in the Ephrata Codex (section 2, page 109).

Below is information for the Ephrata Codex’s location and call number, followed
by its content details. For detailed descriptions of this manuscript and a comprehensive

list of contents, see Appendix J.

Viehmeyer
Collection City State | Internal call number Origin | Classification
United States
Library of
Congress Washington | DC M 2116.E6 1746 Ephrata | LCE

Table 2.6: The extant available copy of the 1746 Ephrata Codex.
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Music Manuscripts for the 1747 Turtel=Taube Type 1

The 1747 Das Gesdng der einsamen und verlassenen Turtel=Taube is significant
because it is the first large-scale self-produced print hymnal from Ephrata. All of the
hymns contained therein are original to the Ephrata community, with most by Beissel.
The book represents a coalescing of identity for the settlement, placing Ephrata-native
texts in an important position, and affirming the distinctiveness of the community among
other German-language Pietist settlements in Pennsylvania.”> Martin makes an important
observation concerning the paper and watermarks found only in pages 1-90 of this
hymnal. On these pages, watermarks contain a countermark that reads “1744,” which,
Martin suggests, might mean that portions of the print could have been bound in other
books as early as 1744, which was three years before the 1747 publication date.’® This
would help to explain the presence of unnumbered Turte/=Taube hymns in music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Types 2, 3, and 4, and the
Ephrata Codex. Regardless of its date, the fact that this hymnal is set to music in
decorative manuscript form confirms the idea that it holds a place of significance for the

community.

> Claire Taylor Jones, “Prelude to the New World: The Role of Voice in Early
Pennsylvanian Mysticism,” Eighteenth-Century Studies 44, no. 3 (2011): 339-340.
>® Martin, 92.



Figure 2.12: Music Manuscript for the 1747 Turtel=Taube Type 1. State Library of
Pennsylvania, RB 783.95 Ep38man, page 146.

The music manuscript hymnal contains mostly four-voice (SATB) hymn settings,
and all musical settings correspond to hymns found in the 1747 Turtel=Taube. Three
hymns are usually set per page, with the layout across the book from the verso to the
recto side. As with most other manuscript types, pagination is denoted on the top left
corner of the verso side, with one number per verso-recto pair. The Register is printed,
and is titled “Register.” It provides one page number per text incipit, placed to the right of
the text in a vertical column. There is no absolutely consistent size for this music
manuscript, but all five extant copies are between duodecimo and octavo dimensions.
Most manuscripts of this Type contain modal charts of type 2a at the beginning. The
ordering of hymns and pagination is generally consistent among manuscripts of this type.

In music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel and the Ephrata

Codex, hymn texts by the same writer are sometimes grouped together. This is most
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frequently the case with hymn texts by Beissel, as in the Ephrata Codex, section 3, pages
1-21. Music manuscripts for the 1747 Turtel=Taube take this feature further. All hymn
texts referenced on pages 1-126 are by Beissel, with the exception of “Herr Jesu Christ
Ach siehe doch” on page 99 by Brother Nehemia. The remainder of the manuscript
contains a small number of pages referencing hymn texts by Ephrata sisters, and another
group for texts by Ephrata brethren. Details of these pages are provided in Appendix J.
This organization by author within the manuscript illustrates Beissel’s social and artistic
leadership. It also indicates the growing distinctiveness of the sisters and brethren over
the course of the 1740s. This organizational scheme also mirrors that found in the 1747
printed hymnal, which presents Beissel’s texts first, followed by the sisters’ and then the
brothers’. Indeed, the music manuscript largely follows the order presented in the printed
hymnal.

Music manuscripts of this type are most similar in appearance to music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1. Both types are
comparable in shape and size. In addition, the calligraphy of the hymn incipits is similar,
along with the same types of illustrations, usually flowers, located on the same pages in
different manuscripts of this type (see Figure 2.12).

As noted in the specific description list below, the Rose-Lilie-Blume sequence is
present in this music manuscript type on pages 72—79. Although it does not contain the
same style of illuminations and calligraphic titling that the sequence receives in music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Types 2, 3 and 4, and the
Ephrata Codex, the section does stand apart from the rest of the volume. This is most

evident through an examination of the different type of paper used for this section. For
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example, in Winterthur, Col. 318, 65 x 555, Ephrata-made paper (.006 inches thick, and
bearing an EFRATA watermark) is used for all pages until page 72 recto, at which point
the paper is thinner, with a more brittle texture. This paper is .004 inches thick, and bears
the watermark of a fleur de lis. This could be non-Ephrata paper or Ephrata paper, but it
is certainly of a different production. After page 80 recto, the first type of paper is again
used. For a manuscript produced between 1747 and 1749, the sourcing of Ephrata-
produced paper is complicated, particularly if it is true that the Ephrata paper mill closed
in 1745.°" Regardless of the source of the paper, what this difference reveals is a separate
production for the Rose-Lilie-Blume sequence. It is likely that this music — which is
different in form, decoration, paleography, and (likely) function from most of the rest of
the manuscript — was copied separately (and perhaps earlier) and then added into this
music manuscript when it was compiled.

We are able to give a definitive date range for music manuscripts of this type.
This is possible because of the presence of several complete hymn texts from the 1749
Turtel=Taube with musical settings found at the end of each of the five manuscripts (see
Figure 2.13 as an example). These hymns are not given correspondence numbers,
implying that they were included in the manuscript before the hymns existed in a printed
volume. Indeed, these hymn texts, detailed below, are not in the 1747 Turtel=Taube.
Because of the lack of correspondence numbers for these few hymns, we can confidently

date music manuscripts of this type between 1747 and 1749.

T Bidwell, 46-47.
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Figuresi. 13: Music Manuscript for the 177 Turtel=Taube Type 1. Winterthu, Col. 318,
65 x 555, unnumbered page at back of manuscript. Courtesy, the Winterthur Library:
Joseph Downs Collection of Manuscripts and Printed Ephemera.

The presence of these hymns from the 1749 Turtel=Taube within this manuscript
reinforces the aforementioned notion of Ephrata music manuscripts as works in progress.
They are unfinished documents that are consistently forerunners of the next work. These
hymns are found in music manuscripts for the 1749 Turtel=Taube, which reveals that the
process of musical creation at Ephrata was a constantly evolving one: as a hymn text was
introduced, it would be set to music. And frequently the final pages of a music
manuscript would be left blank so that the work of text writing and musical composition
could be carried out.

Here is a table of the five extant available copies of music manuscripts for the

1747 Turtel=Taube Type 1. For detailed descriptions of this manuscript type and a

comprehensive list of contents, see Appendix J.
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Viehmeyer

Collection City State | Internal call number Origin | Classification
Chicago History 53
Museum Chicago IL MSS AlphaV: Ephrata Ephrata | MCHS-B
Free Library of
Philadelphia Philadelphia | PA Borneman MS 3 Ephrata | PPB
State Library of
Pennsylvania Harrisburg PA RB 783.95 Ep38man Ephrata | SHC
The Moravian
Congregation Lititz PA Not catalogued Ephrata | MCA
Winterthur
Museum, Garden
& Library Wilmington | DE Col. 318, 65 x 555 Ephrata | WMB

Table 2.7: The extant available copies of music manuscripts for the 1747 Turtel=Taube

Type 1.

Music Manuscripts for the 1747 Turtel=Taube Type 2

In content, this manuscript type is practically identical with music manuscripts for
the 1747 Turtel=Taube Type 1. However, in format and style, this manuscript type
follows the example of music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel
Type 4, meaning the music is in two parts as opposed to four. In the Juniata manuscript,
the music is for soprano and tenor. In the Pennsylvania State Archives manuscript, the
music is for soprano and alto. Each hymn is set to two parts with the exception of the
Rose-Lilie-Blume sequence, which is for four parts, and identical with the setting in
music manuscripts for the 1747 Turtel=Taube Type 1. This version follows the same
order of hymns as Type 1, and because it is only two voices, it results in a condensed
pagination with usually four hymns per page. Even in cases where hymns in music
manuscripts for the 1747 Turtel=Taube Type 1 contain six to eight voices, Type 2
maintains only two voices. For example, “Ich geh gebiickt den gantzen Tag,” on page
101 of Type 1 contains six voices (SSATBB) (see Figure 2.14). In Type 2, it is only set

for two voices (SA) (see Figure 2.15). Curiously, it is not the first soprano part from Type

>% For a mid-twentieth century study of this manuscript, see Elizabeth K. Miller, “An
Ephrata Hymnal,” Antiques 52, no. 4 (October 1947): 260-262.




1 that is included in Type 2, but rather the second soprano part. This suggests that the
second soprano part is the actual original hymn tune and that the first soprano is an

auxiliary descant.

it aeh VDl AN aigge. o
y V2L - A

~

ey~

-

89955 b wirber e B

Figure 2.14: Music Manuscript for the 1747 Turtel=Taube Type 1. Chicago History
Museum, MSS AlphaV: Ephrata, page 101.
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FigureA2T5~: Music Manuscript for the 1747 Turtel=Taube Type 2. PennsylVania State
Archives, MG 351, Item 196, page 87.

The shape and dimensions of the manuscript (duodecimo to octavo) are similar to
Type 1. And as in most Ephrata music manuscripts, the page numbers are found on the
top left corner of the verso page, with hymns spanning from the verso to recto side. The
Register for both music manuscripts is printed at the end of the volume. Pagination is
adjusted in the Register for both manuscripts with handwritten numbering next to the
printed number. The handwritten number denotes the actual page number in the
manuscript.

Here is a table of the two extant available copies of music manuscripts for the

1747 Turtel=Taube Type 2:
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Viehmeyer
Collection City State | Internal call number Origin | Classification
Juniata Huntingdon | PA DS 013 Ephrata
Pennsylvania
State Archives Harrisburg PA MG 351, Item 196 Ephrata | SDC
Table 2.8: The extant available copies of music manuscripts for the 1747 Turtel=Taube
Type 2.

Music Manuscripts for the 1747 Turtel=Taube Type 3

This music manuscript hymnal contains only five-voice (SATBB) hymn settings,
and all of these musical settings correspond to hymns found in the 1747 Turtel=Taube.
The manuscript is oblong in shape, and only one hymn is set per page, from verso to
recto. This music manuscript is undoubtedly a nineteenth-century creation from Snow
Hill. Like other Snow Hill manuscripts (which are presumed to be dated mostly between
1800 and 1850)°°, this one contains thicker and sturdier paper than the kind found in
Ephrata manuscripts. The conspicuous lack of watermarks in Snow Hill manuscripts
suggests the use of purchased wove paper as opposed to the laid paper pressed and used
at Ephrata. This music manuscript also features handwriting that is distinctively different
from the type found in Ephrata materials. Whereas Ephrata handwriting appears fluid and
efficient, Snow Hill handwriting is generally boxier and painstakingly precise. Snow Hill
scribes employ the color green extensively, and frequently juxtapose it with red, whether

in the borders of a page, or in the calligraphy of titles of hymns (see Figure 2.16).

> There are three sources of information regarding Snow Hill music manuscript dating.
The first are the late nineteenth-century writings of Obed Snowberger, transcribed in
Appendix F. The second are completion dates on Snow Hill manuscripts as late as 1849
and 1850 (specifically, these are Juniata, VAULT-HYMNALS-MS E6 1848, and
Winterthur, Col. 318, 65 x 556, see Figure 2.18). The third is a statement by the art
historian Cynda Benson that “The Snow Hill scriptorium flourished in the 1840s.” See
Benson, “Early American [lluminated Manuscripts from the Ephrata Cloister,” (PhD
diss., University of Kansas, 1994), 22.
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Figure 2.16: Music Manuscript for the 1747 Turtel=Taube Type 3. Free Library of
Philadelphia, Borneman MS 4, page 9. Courtesy, Rare Book Department, Free Library of
Philadelphia.

Cynda Benson provides a descriptive summary of Snow Hill manuscripts:

The style of [Snow Hill] manuscripts derives from eighteenth-century
Ephrata examples, some of which must have made their way into the
hands of the Snow Hill congregation. Many of the designs and motifs
were based on the Ephrata prototypes. The approach to decoration
parallels that of Ephrata: some elaborate title and ownership pages,
geometric bar illumination based on the lines of the staff, and intricate
floral and figurative illumination. Nevertheless, illuminators at Snow Hill
did not copy slavishly. The floral illuminations, while still rigidly
symmetrical, are bolder and even more simplified and stylized. New
compositions and forms are introduced,” as well as newly available
materials. The Snow Hill manuscripts are easily distinguished by their use
of wove paper and by a wider variety of washes in brighter, more intense
colors, closer to those in the contemporary Pennsylvania German style.'

It is difficult to guess why this particular music manuscript type — music
manuscripts for the 1747 Turtel=Taube Type 3 — was created. Although it corresponds to
the 1747 Turtel=Taube, its contents are significantly fewer in number than those of
Types 1 and 2. Indeed, it only contains 49 hymn settings plus a handwritten Register. The
additional fifth voice (the second bass part) in Type 3 further differentiates it from the
other types. Using Viehmeyer’s Index as a useful reference, a comparison between this
manuscript and others reveals that not all of the musical settings in this manuscript are in

types 1 and 2. For example, the setting of first hymn in Type 3, “All dein Thun und deine

% Discussed at the end of this chapter.
% Benson, “Early American Illuminated Manuscripts,” 22.



61

Thaten” (see Figure 2.16) is not the same as its setting in Types 1 and 2. This setting is
found, however, on page 42 of the 1754 music manuscript known as “Zionitischer
Rosen=Garten” (HSP, Cassel Collection, Document 17), which is a music manuscript for
the 1749 Turtel=Taube Type 1 (see Figure 2.19). A comparison of several other hymns
reveals the same concordance between these two manuscripts and lack of consistent
correlation with music manuscripts for the 1747 Turtel=Taube Types 1 and 2.

HSP, Cassel Collection, Document 17, an Ephrata original, contains handwriting
of the Snow Hill’s last inhabitant, Obed Snowberger. This indicates that this manuscript
was at Snow Hill for a time. It would then suggest that Free Library of Philadelphia,
Borneman MS 4 is a miniature hymnal containing music that is copied from HSP, Cassel
Collection, Document 17. Perhaps the selections in this manuscript represent the favorite
or the most used hymns during a particular period at Snow Hill.

Here is a table of the 2 extant available copies of music manuscripts for the 1747

Turtel=Taube Type 3:

Viehmeyer
Collection City State | Internal call number Origin | Classification
Free Library of Snow
Philadelphia Philadelphia | PA Borneman MS 4 Hill PPC
Snow
Juniata Huntingdon | PA Request at library Hill MJC
Table 2.9: The extant available copies of music manuscripts for the 1747 Turtel=Taube
Type 3.

Music Manuscripts for the 1749 Turtel=Taube Type 1

In 1749, the Ephrata press produced a second edition of the Turtel=Taube
hymnal, which is identical with the 1747 version until page 295. At this point, it
significantly diverges in content and order from the 1747 version, containing additional

new hymns. It is only by viewing the content after page 295 that one is able to determine
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the print’s vintage. Indeed, copies of the 1749 version retain a title page with the 1747
date. Thus, it is possible to view the 1749 version as a large supplemental insert to the
1747 edition. As is the case with the 1747 print, all hymn texts in the 1749 edition are

original to Ephrata, and are by Beissel and various brothers and sisters of the community.
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Figure 2.17: Music Manuscript for the 1749 Turtel=Taube Type 1. New York Public
Library, *KD 1747, page 108.

(Das Gesdng der einsamen und verlassenen Turtel-Taube nemlich der Christlichen
Kirche. Ephrata, Drucks der Briiderschafft im Jahr, 1747. New York Public Library. Rare
Book Collection. Astor, Lenox, Tilden Foundations.)

The music manuscripts for the 1749 Turtel=Taube are divided into two types.
Type 1 is a manuscript, and Type 2 is a manuscript-print hybrid, discussed below. There
are varying styles of paleography, illumination, and presentation among individual
manuscripts within Type 1, but all of them share the same content and similar ordering of

hymns. In addition, all have four-part (SATB) settings throughout (with two notable

exceptions, discussed below). Most music manuscripts of this type contain a printed
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Register with the same listings of hymns as the 1749 Turtel=Taube print’s Register. If
Type 1 manuscripts contain modal charts, then they only are type 3a or 3b. There is one
exception to this rule: Millersville University, MS 350, the only music manuscript in the
oeuvre containing modal chart 5. It is discussed in Chapter 3.

As is the case with most of the oeuvre, this music manuscript type contains three
hymns per page, with systems set across from verso to recto. Page numbers are written on
the upper left hand corner of the verso page, and pagination is distributed with one page
number per verso-recto pair. Dimensions are between duodecimo and octavo size. Again,
the notable exception to these rules is Millersville University, MS 350, which gives one
page number per side of page. The paleography in this manuscript is vastly different from
that found in both Ephrata and Snow Hill manuscripts, but its content is congruent with
other music manuscripts of this type.

Of this music manuscript type, 18 are from Ephrata and 15 are from Snow Hill.
Given that the majority of Snow Hill music manuscripts are copies of Ephrata originals, it
reveals that the copying of this music manuscript type was commonplace. It is likely that
the music manuscripts for the 1749 Turtel=Taube were central to Snow Hill liturgy and
musical practice. Indeed, the Juniata College Library collection, the majority of which
was transferred from Snow Hill in 1997,°* contains eight music manuscripts of this type
that are of Ephrata origin. The logic follows that they were transported from Ephrata to

Snow Hill in the late eighteenth century and were presumably used there.

%2 For details about this transfer, see Seachrist, Snow Hill: In the Shadows, 99—100, and
Durnbaugh, Snow Hill Nunnery: A Special Collection, pamphlet.
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Figure 2.18: Music Ma;luscript for the 1749 Turtel=Taube Type 1. Wintertilur; Col. ‘3 1 é,
65 x 556, page 124. Specific focus on completion date marking. Courtesy, the Winterthur
Library: Joseph Downs Collection of Manuscripts and Printed Ephemera.

What is conspicuously missing from music manuscripts of this type is the Rose-
Lilie-Blume sequence, mentioned earlier and discussed at length in Chapter 5. Although
its individual motets are listed in the Register, they are not assigned page numbers, and
they do not appear at any point in the notated music. There is, in fact, no visual or
musical centerpiece in this manuscript type that creates a particular focus, other than title
and dedication pages in certain volumes. The result is a manuscript that gives the
appearance of a user-friendly volume, one that is both practical and accessible.

As is the case with most music manuscripts from Ephrata and Snow Hill, it is

difficult to establish dates for most of them. For the Ephrata manuscripts, we are able to

find a locus with HSP, Cassel Collection, Document 17 (see Figure 2.19), also known as
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“Zionitischer Rosen=Garten” and mentioned above as the source for the music

manuscript for the 1747 Turtel=Taube Type 3. HSP, Cassel Collection, Document 17

contains a dedicatory page to Beissel followed by a title page, which reads:
Zionitischer Rosen=Garten von der Geistlichen Ritterschafft in der
Kirchen Gottes gepflantzet und erbauet Bestehend in allerley angenehmen
Melodien und Weisen, zum nutzlichen gebrauch in der Kirchen Gottes.
Ephrata den 16 des 2 Monats, 1754.

This translates as:
Zionitic rose garden, planted and constructed by the spiritual knighthood
in the churches of God, consisting of all sorts of pleasant melodies and
modes for practical use in God’s churches. Ephrata, on the 16" of the 2™
month, 1754.%

The date of 1754 corroborates the fact that the manuscript is coordinated with an

imprint dated to 1749. However, it does not provide any more information

regarding the other manuscripts of this type. Although its contents match the other

manuscripts, Cassel Collection, Document 17 is a volume of five-part settings,

and the fact that it is heavily illuminated sets it apart. Therefore, for undated

Ephrata manuscripts of this type, the most that we are able to establish is a

creation date of post-1749, and likely circa 1754.

% Martin, 141.
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Figure 2.19: Music Manuscript for the 1749 Turtel=Taube Type 1. HSP, Cassel
Collection, Document 17, page 47.

Unfortunately, the Snow Hill copies are even more problematic for dating.
For example, Seventh Day Baptist Historical Society #11, B. Martin: 151 is a
copy of HSP, Cassel Collection, Document 17. It even maintains the date of 1754
on its title page. This reveals a penchant at Snow Hill for literal preservation of
Ephrata manuscripts via copying. It does not, however, help to establish any
reliable dating. We are forced to rely on the primary source recollections of Obed
Snowberger™ and a few completion dates on manuscripts, as mentioned above,

for the approximate dating of 1800—-1850.

% Obed Snowberger, “This book has been here at Snow Hill...” April 1890, Snowhill,
PA. For Snowberger’s complete description, see Appendix F, 342—-343.
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Here is a table of the 33 extant available copies of music manuscripts for the 1749

Turtel=Taube Type 1. For detailed descriptions of this manuscript type and a

comprehensive list of contents, see Appendix J.

Viehmeyer
Collection City State | Internal call number Origin | Classification
Columbia Ephrata Cloister manuscript
University New York NY collection 11 Ephrata | BLC
Columbia Ephrata Cloister manuscript
University New York NY collection 8 Ephrata | BLA
MSS 5 Literary Manuscripts,
Franklin and Ephrata Cloister Music Manuscript
Marshall College | Lancaster PA in Book Form, ca. 1745 Ephrata | MFM
Free Library of
Philadelphia Philadelphia | PA Borneman MS 11.5 Ephrata | PPG
Free Library of Snow
Philadelphia Philadelphia | PA Borneman MS 4.5 Hill PPH
Kingston
upon

Guy F. Oldham Thames UK | Not catalogued Ephrata

Snow
HSP Philadelphia | PA Cassel Collection, Document 12 Hill HPD

Snow
HSP Philadelphia | PA Cassel Collection, Document 14 Hill MB
HSP Philadelphia | PA Cassel Collection, Document 17°° | Ephrata | ZRG
Juniata Huntingdon | PA DS 001 Ephrata
Juniata Huntingdon | PA DS 002 Ephrata
Juniata Huntingdon | PA DS 003 Ephrata
Juniata Huntingdon | PA DS 004 Ephrata
Juniata Huntingdon | PA DS 005 Ephrata
Juniata Huntingdon | PA DS 006 Ephrata

Snow
Juniata Huntingdon | PA DS 007 Hill

Snow
Juniata Huntingdon | PA DS 008 Hill
Juniata Huntingdon | PA DS 009 Ephrata

Snow
Juniata Huntingdon | PA DS 010 Hill
Juniata Huntingdon | PA DS 011 Ephrata

Snow
Juniata Huntingdon | PA DS 012 Hill
Millersville Snow
University Millersville | PA MS 349 Hill
Millersville Snow
University Millersville | PA MS 350 Hill

% This hymnal contains five-part (SATBB) settings.
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New York Public

Library New York NY *KD 1747 Ephrata | NPA
Pennsylvania Snow

State Archives Harrisburg PA MG 351, Item 385 Hill SDH
Pennsylvania Snow

State Archives Harrisburg PA MG 351, Item 388 Hill SDG
Seventh Day

Baptist Historical Snow

Society Janesville WI | #11 B. Martin: 151 Hill SDA
Seventh Day

Baptist Historical Snow

Society Janesville WI Case | Hill SDL
State Library of Snow
Pennsylvania Harrisburg PA RB 783.95 EP38m Hill SHA
United States

Library of

Congress Washington | DC M 2116.E6 1749 Ephrata | LCA
United States

Library of

Congress Washington | DC M 2116.E6 M9 1780 Ephrata
Winterthur

Museum, Garden Snow

& Library Wilmington | DE Col. 318, 65 x 556 Hill WMF
Table 2.10: The extant available copies of music manuscripts for the 1749 Turtel=Taube

Type 1.

Music Manuscripts for the 1749 Turtel=Taube Type 2

As mentioned above, Type 2 is a hybrid of print and manuscript. The printed
elements are the page numbers, which occupy the upper left hand corner of the verso
pages, and the hymn text incipits, printed two per page, also only on the verso side. The
manuscript elements include the staves drawn neatly below the hymn text incipits and
across to the recto side, musical notations, basic illuminations, and hymn correspondence
numbers written next to the printed incipits. Manuscripts of this type are oblong in shape.
In some cases, a third hymn is included on the recto page, and the music for the other
hymns is spatially condensed to accommodate it (see Figure 2.20). All hymns of this
manuscript type are for four voices (SATB), with the exception of Juniata, DS 014, a

Snow Hill copy for one voice (soprano) for the majority of the volume.

% This hymnal contains five-part (SATBB) settings.
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Figure 2.20: Music Manuscript for the 1749 Turtel=Taube Type 2. Columbia, Ephrata
Cloister manuscript collection, [ca. 1747]-1800, Document 10, page 86. Courtesy, Rare
Book & Manuscript Library, Columbia University in the City of New York.

The contents of this hymnal are more or less the same as those of Type 1, but their
ordering is slightly different. The most immediately discernable indicator of this
difference is the opening hymn. Type 1 begins with “Ach Gott wie mancher bittrer
Schmertz” and Type 2 begins with “Bin ich schon Lebens=Saat.” As with Type 1, the
order of the hymns in the manuscript is roughly in line with the sequence in the printed
1749 hymnal. Specific sections are detailed below. Most music manuscripts of this type
include a printed Register. In addition, if this manuscript type contains modal charts, they
are either type 3a, 3c, or incomplete. As is the case with music manuscripts for the 1749
Turtel=Taube Type 1, there is no setting of the Rose-Lilie-Blume sequence present,
although its individual motets are mentioned in the Register without page numbers
assigned.

It is simpler to establish a likely date range for Type 2 of this music manuscript

than it is for Type 1, even though there are no written dates in any versions of this

manuscript type. This is possible because if we are to view this print-manuscript hybrid
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as a trial run for the much more elaborate 1754 Paradisisches Wunderspiel, then we can

logically conclude that it would be created before 1754. Even if we eliminate that idea

from consideration, we are able to take advantage of the existence of one of the two

extant music manuscripts for the 1755 Nachklang zum Gesdng (discussed below), which

is a repurposed version of the music manuscript for the 1749 Turtel=Taube Type 2. It is

likely that the music manuscript for the 1755 Nachklang was created in 1755 or a few

years later. Thus, it is possible to give this manuscript type a date range between 1749

and 1755, with a likely narrower range of 1749—-1753.

Here is a table of the nine extant available copies of music manuscripts for the

1749 Turtel=Taube Type 2. For detailed descriptions of this manuscript type and a

comprehensive list of contents, see Appendix J.

Viehmeyer

Collection City State | Internal call number Origin | Classification
Columbia Ephrata Cloister manuscript
University New York NY collection 10 Ephrata
Ephrata Cloister
Collection Ephrata PA EC 14.65.797 Ephrata
Free Library of
Philadelphia Philadelphia | PA Borneman MS 11 Ephrata | PPF

Snow
HSP Philadelphia | PA Cassel Collection, Document 18 Hill”’ HPC

Snow
Juniata Huntingdon | PA DS 014 Hill*®
Juniata Huntingdon | PA DS 016 Ephrata
Juniata Huntingdon | PA DS 017 Ephrata
Juniata Huntingdon | PA DS 018 Ephrata
Juniata Huntingdon | PA DS 019 Ephrata

Table 2.11: The extant available copies of music manuscripts for the 1749 Turtel=Taube

Type 2.

%7 This manuscript is an entirely handwritten copy of this manuscript type. Because it is
from Snow Hill, which did not have a printing press, none of it is printed.

%8 Ibid.
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1754 Paradisisches Wunderspiel® Type 1

This music manuscript represents an expansion of a heretofore-neglected genre
within the study of Ephrata music: the through-composed motet. Although in earlier
Ephrata music manuscripts, parts of the Rose-Lilie-Blume sequence and a few other
motets are given full text underneath the music, they are the exception. The common
feature in Ephrata manuscripts before 1754 is music set to text that is referenced with an
incipit and printed hymnal page number. The Paradisisches Wunderspiel eliminates the
need for a printed hymnal concordance. By having access to all of the texts in the music
manuscript, the performer is given the luxury of reading only one page at a time. What is
more, with this format, Ephrata composers are able to experiment more fully with text

setting, antiphony, section solos, and expanded numbers of parts.

%1t is important to differentiate the 1754 Paradisisches Wunderspiel music manuscript
from the 1766 Paradisisches Wunderspiel printed hymnal, the last large print created at
Ephrata. Both bear the same name, but their content, form, and function is distinctively
different.
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Figure 2.21: 1754 Paradisisches Wunderspiel Type 1. LC, M 21 16.E6 1751, page 31.
Courtesy, the Music Division at the Library of Congress.

Page numbers for the manuscript are written on the top left of the verso page, with
one page number per verso-recto pair. As is the case with preceding manuscript types,
music is read across the verso-recto pair from left to right, with three systems of music
per page. The manuscript contains a handwritten Register in two columns with page
numbers to the right of text incipits. If a specific set of words corresponds with a text in
the Turtel=Taube hymnal, it is listed next to the first line of the calligraphy above the
music.

In these manuscripts, the music is divided into measures separated by bar lines,
which connect staves within a system (see Figure 2.21). The text itself is written above
the staff, but only organized per measure, and not directly correlated to specific notes; it
is the responsibility of the performer to apply the text to the music. Such a task would not

have been new for Ephrata’s singers. However, the presence of the text above the music —
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as opposed to being referenced in a separate book — would likely have been a welcome
change.

Viehmeyer asserts that all of the hymn texts found in the 1754 Paradisisches
Wunderspiel are by Beissel.”’ Much of the evidence corroborates this statement,
particularly given the fact that the Paradisisches Wunderspiel is dedicated to Beissel, and
the majority of music manuscripts for both editions of the Turte/=Taube, the known
textual source for much of the collection, contain hymn texts by him. However, there are
three exceptions that challenge Viehmeyer’s assessment. The texts to the hymns “Wie
hast du so gar kein Ansehen” (on page 73 of Type 1) and “Das Wort ist Fleisch worden”
(on page 85 of Type 1) are listed by Viehmeyer as by “Unknown Europeans.” In
addition, the text to the hymn “So ist die Gnaden=Wolcke dann” (on page 132 of Type 1)
is attributed to Brother Jaebez (Peter Miller).

In addition to hymn texts, the Paradisisches Wunderspiel also sets Biblical texts
from Deuteronomy, Jeremiah, Psalms, Revelation, and Song of Solomon. These texts
mirror much of Ephratensian theology and complement the original hymn texts. They
also represent the first attempt of the Ephrata community to set music to text that is not
derived from a hymnal.

The division of separate pieces within this volume is somewhat arbitrary; because
not all new titles are clearly marked, it is difficult to know when one motet ends and
another begins. Some motets extend over several pages, and some are less than one page.

Sometimes a title is clearly denoted with an illustration, but in other instances there is no

" For example, see notes under listing for “Was erfahrung hat bestiegen” in Viehmeyer,
Index, 250.
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clear indicator. In this study, the indexing for both types of this manuscript (see Appendix
J) follows the separation of titles suggested by Viehmeyer.

The Rose-Lilie-Blume sequence is included in the 1754 Paradisisches
Wunderspiel, but it is very much transformed from its version in music manuscripts for
the 1747 Turtel=Taube and earlier. Various texts on pages 2—7 match that found and/or
referenced in earlier manuscript settings of these texts. The clear exception is the section
beginning with the words “Grofle Dinge sichet man in der Héhe on page 3. This text
does not correspond to those in the other music manuscripts or to the sequence presented
in the prints of the Turte/=Taube hymnal. Viehmeyer does not reference it either, and the
incipit does not appear in the Register of the 1739 Zionitischer Weyrauchs Hiigel, the
1747 and 1749 Turtel=Taube, or the 1766 Paradisisches Wunderspiel. For the texts that
match the Rose-Lilie-Blume sequence in earlier hymnals, the music is not guaranteed to
be congruent. First, the additional fifth voice in the 1754 Paradisisches Wunderspiel
diverges from the original. In addition, the ordering and emphasis of texts does not
match. In the Rose-Lilie-Blume sequence found on section 1, page 1 of HSP, Cassel
Collection, Document 11 (a music manuscript for the 1739 Zionitischer Weyrauchs
Hiigel Type 3), the text “Der Geist und die Braut sprechen komm” appears first, and is
under an elaborate banner reading, “Eine Rose.” In Winterthur, Col. 318, 65 x 560 (one
of the two music manuscripts for the 1754 Paradisisches Wunderspiel Type 1), the same
text is set on the bottom of page 4, without any visual differentiation to indicate a
position of relative importance. With the exception of the additional bass part, the
musical settings of both texts are the same. This is not the case for the subsequent text

(“Wohlauf wohlauf und schmiick dich”), which is found on the following page of both
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manuscripts. In Winterthur, Col. 318, 65 x 560, the musical setting for the upper four
voices is mostly the same as HSP, Cassel Collection, Document 11 for the first six
measures (with the exception of a few rhythmic differences). However, in measure 7, the
versions diverge significantly. The result is an entirely new version in Winterthur, Col.
318, 65 x 560 that has little relationship to the earlier one. These differences in music for
the Rose-Lilie-Blume sequence between manuscripts suggest the following: (1) a musical
revision or re-composition was undertaken with a specific purpose, and (2) the reordering
and deemphasizing of the text reflects a change in liturgical practice in the community by
1754. For more specific analysis of this motet and variants across sources, see Appendix
H.

Even though its Rose-Lilie-Blume sequence is altered in the 1754 Paradisisches
Wunderspiel, the style of the music throughout this manuscript is similar to that found in
motets in previous Ephrata music manuscripts. In the 1754 Paradisisches Wunderspiel,
there are large sections of homophony interspersed with measures of monody, in which
one of the parts sings a line of text or a word or syllable set to a melody. In some cases,
two voices are set in duet for a measure or two. Invariably, each piece finishes in
homophony. The style never strays into polyphony, and therefore the basic quality of
homophonic hymn singing is maintained in Paradisisches Wunderspiel, even though the
music is through-composed and contains some textural variation. Also present in the
music, as in other music manuscript types throughout the oeuvre, is the use of antiphonal
singing, which is frequently indicated by red ink, denoting the first or second choir. The
manuscript almost exclusively contains pieces in five parts (SATBB) except for music

after page 129, which is variously for six, seven, and eight parts. At the end of both
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manuscripts of this type are six- and seven-part hymns with one verse of text printed
followed by correspondence numbers, associated with pages in the 1749 Turtel=Taube
hymnal.

Both manuscripts of this type contain the same contents and nearly identical
pagination and layout. The style of illumination is quite different between the two copies.
The LC copy contains geometric patterns and needlework-style designs that divide
various musical works. The Winterthur copy, by contrast, contains geometric designs, but
above nearly all of them are drawn whimsical depictions of plants, trees, flowers, and
birds. This copy also contains detailed illuminations of religious themes, the most
prominent being a lamb drawn in great detail on page 42 before a musical setting of
Revelation 14 (see Figure 2.22). This illustration is elaborated upon later in the
manuscript with a large detailed scene, which depicts an event in Revelation through the
lens of Bohmian theology. This the most detailed illustration found across the extant

Ephrata music manuscript oeuvre (see Figure 2.23).
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Figure 2.22: 1754 Paradisisches Wunderspiel Type 1. Winterthur, Col. 318, 65 x 560,
page 42. Courtesy, the Winterthur Library: Joseph Downs Collection of Manuscripts and
Printed Ephemera.



78

Figure 2.23: 1754 Paradisisches Wunderspiel Type 1. Winterthur, Col. 318 65 x 560
unnumbered page after page 120. Courtesy, the Winterthur Library: Joseph Downs
Collection of Manuscripts and Printed Ephemera.

Both manuscripts contain a title page with the same text. The copy at Winterthur
contains the date of 1754 (see Figure 2.24). The inscription reads:

Paradisisches Wunder=Spiel welches sich in diesen letzten Zeiten und
Tagen in denen Abendldndischen Welt=Theilen als ein Vorspiel der neuen
Welt hervorgethan. Bestehende in einer gantz neuen und ungemeinen
Sing=Art auf Weise der Englischen und Himmlischen Chore eingerichetet,
da dann das Lied Mosis und des Lamms wie auch das hohe Lied Salomons
mit samt noch mehrern Zeugnussen aus der BIBEL und andern Heiligen.
Wobey dann nicht weniger der Zuruf der Braut des Lamms samt der
Zubereitung auf den herrlichen Hochzeit Tag trefflich PRAEFIGURIRET
wird. // Alles nach Englischen Chdren Gesangs Weise mit viel Miihe und
grosem Fleisz ausgefertiget durch einen FRIEDSAMEN der sonst in
dieser Welt weder Namen noch Titul suchet. 1754.

This translates as:

Miracle play of paradise, which in these last times and days has become
prominent in the occidental parts of the world as a foretaste of the New
Earth. Consisting of a completely new and unusual manner of singing,
arranged after the manner of the angelic and heavenly choirs, herein the
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song of Moses and the Lamb, as also the Song of Solomon, together with
yet more witnesses from the Bible and other saints, whereby then nothing
else than the call of the bride of the Lamb together with preparation for the
glorious wedding day is exquisitely symbolized. All prepared with much
labor and great diligence after the manner of singing of the angelic choirs
by a peaceful one, who seeks no other name or title in this world. 1754."!
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Figure 2.24: 1754 Paradisisches Wunderspiel Type 1. Winterthur, Col. 318, 65 x 560,
title page. Courtesy, the Winterthur Library: Joseph Downs Collection of Manuscripts
and Printed Ephemera.

Martin guesses that “completely new and unusual manner of singing” refers to “the
peculiar style in which the Ephrata music was sung.”’? As will be discussed in Chapter 4,
it is more likely that it is describing the style of singing that intersperses monophonic
section solos with hymn-like homophony. For Ephrata’s hymn-based musical milieu,

such a style was, in all probability, “new and unusual.”

& Martin, 146.
72 Martin, 355.
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A frequent mistake made by scholars has been to date Type 1 of the Paradisisches
Wunderspiel as 1751. The reason for this is because the better-known copy, which is in
the Library of Congress,”” includes a partial dedication page to Beissel (reading “—ter —
SAM,” the second half of “Vater FRIEDSAM) with the year 1751 listed before the title
page (see Figure 2.25). A person unfamiliar with the oeuvre might naturally take this
inscription at face value. However, the paper on which the dedication is written is
significantly smaller in size than the remainder of the manuscript. It also appears to be on
different quality paper, and uses ink that does not match that found in the rest of the
volume. In style and dimensions, the dedication page matches that of Guy Oldham’s
“Mother Maria book™ (see Figure 2.3) and HSP, Cassel Collection, Document 17, which
corresponds to other music manuscript types mentioned above. It is much more likely
that the Library of Congress copy of the 1754 Paradisisches Wunderspiel Type 1
matches the Winterthur copy’s date. It is also likely that one copy was created and held
by the brothers, and the other by the sisters. Such a theory might reflect the differences in
handwriting and illumination between the two copies. Finally, both copies are likely the
source from which the 1754 Paradisisches Wunderspiel Type 2 (discussed below) was

created.

3 Martin did not know about and/or access the other copy at Winterthur.
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Figure 2.25: 1754 Paradisisches Wunderspiel Type 1. LC, M 2116.E6 175 1; 1ncongruent
dedication page. Courtesy, the Music Division at the Library of Congress.

Here is a table of the two extant available copies of music manuscripts for the
1754 Paradisisches Wunderspiel Type 1. For detailed descriptions of this manuscript

type and a comprehensive list of contents, see Appendix J.



82

Viehmeyer
Collection City State | Internal call number Origin | Classification
United States
Library of
Congress Washington | DC M 2116.E6 1751 Ephrata | PWSM
Winterthur
Museum, Garden
& Library Wilmington | DE Col. 318, 65 x 560 Ephrata | PWSM

Table 2.12: The extant available copies of music manuscripts for the 1754 Paradisisches
Wunderspiel Type 1.

1754 Paradisisches Wunderspiel Type 2

This manuscript type is a print-manuscript hybrid. It takes the innovations
introduced in music manuscripts for the 1749 Turtel=Taube Type 2 and brings them to a
higher level of sophistication. In addition to a printed title page (which contains exactly
the same text as the title page in Type 1), the volume contains complete printed text on
every page. Page numbers are also printed, and for the first time in Ephrata music
manuscripts, recto and verso sides receive different numbers. This corresponds to a
change in notational organization. Instead of musical systems spanning from the verso
page to the recto page, they are broken at each page. Thus, for example, the music on
page 177 runs from the top of the page to the bottom, and then continues on page 178
(see Figure 2.26). In addition, each page contains the printed phrase “Chor=Gesdnge”
above it, which translates as “Choral Songs” or “Choral Pieces.” This reflects the
“completely new and unusual manner of singing” description mentioned on the title page
for both types of this music manuscript, and represents a distinct and intended change in

genre when compared to the homophonic hymnody found throughout the Ephrata oeuvre.
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Figure 2.26: 1754 Paradisisches Wunderspiel Type 2. Winterthur, Col. 318, 65 558, |
page 177-178. Courtesy, the Winterthur Library: Joseph Downs Collection of
Manuscripts and Printed Ephemera.

The handwritten elements of 1754 Paradisisches Wunderspiel Type 2
manuscripts are the staves, notated music, illuminations (usually geometric designs to fill
space or divide music), borders of pages, and instructions for performance (mostly
antiphonal choir designations). In addition, after the printed Register, most manuscripts
of this type include entirely handwritten settings of “Nun sind wir auf der Fahrt” and “So
ist die Gnaden=Wolcke dann,” which are included in the musical sequence in Type 1 but
omitted from the printing in Type 2.

The content of the 1754 Paradisisches Wunderspiel Type 2 is nearly identical

with that of Type 1. Indeed, Type 2 is a mass-produced derivation of Type 1. The
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principal difference is that whereas the majority of Type 1 contains music for five voices
(SATBB), Type 2 contains music for four voices (SATB). The deletion of the second
bass part in Type 2 does not alter the remaining parts. Music for six and seven voices is
the same in both types.

There are many more copies of the 1754 Paradisisches Wunderspiel Type 2 in
existence than those listed below. A WorldCat search yields results at American
University, Bucknell University, Princeton University, Rutgers University, Seton Hall
University, Temple University, the University of Maryland, the University of
Pennsylvania, and others.”* One copy held by Princeton Theological Seminary and
referenced below is available digitally on the International Music Score Library Project
(IMSLP).” Because this manuscript type is standardized in format and content due to its
status as a print hybrid, a limited number were accessed for this study, consisting of the
following (For detailed descriptions of this manuscript type and a comprehensive list of

contents, see Appendix J):

Viehmeyer
Collection City State | Internal call number Origin | Classification
United States
Library of
Congress Washington | DC M 2116 E6 1754 Ephrata
American
Antiquarian
Society Worcester MA | Reserve 1754 01 F Ephrata | PWS
Columbia Ephrata Cloister manuscript
University New York NY collection 7 Ephrata | PWS
HSP Philadelphia | PA Cassel Collection, Document 15 Ephrata | PWS

" WorldCat, search results for “Paradisisches Wunderspiel,” accessed August 19, 2017,
http://www.worldcat.org/oclc/2727782.

7 International Music Score Library Project, “Paradisisches Wunderspiel,” accessed
August 19, 2017,
http://ks.petruccimusiclibrary.org/files/imglnks/usimg/e/e6/IMSLP266760-
PMLP432115-pawun00beis_ephrata hymns 1754.pdf.
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Princeton
Theological
Seminary Princeton NJ SCF#2266 Ephrata | PWS

State Library of
Pennsylvania Harrisburg PA RB EpB83 093 1754a Ephrata | PWS

Winterthur
Museum, Garden
& Library Wilmington | DE Col. 318, 65 x 558 Ephrata | PWS

Winterthur
Museum, Garden
& Library Wilmington | DE Col. 318, 65 x 559 Ephrata | PWS

Table 2.13: The extant available copies of music manuscripts for the 1754 Paradisisches
Wunderspiel Type 2.

Music Manuscripts for the 1755 Nachklang zum Gesding der einsamen Turtel=Taube
The 1755 print of the Nachklang zum Gesdng der einsamen Turtel=Taube was an
Ephrata-produced volume containing texts that were intended to supplement the 1747 and
1749 Turtel=Taube. Indeed, the term “Nachklang,” literally meaning “resonance” or
“lingering sound” (although in context can be translated more accurately as “postscript™),
poetically illustrates its status as an addendum. Many of the texts found in this short
hymnal are by Beissel and various brothers and sisters. The largest number, however, are
by Sister Christina (who is barely represented in hymnals before this publication) and
various householders. One theory regarding the purpose of the publication was to give
householders a voice in Ephrata liturgy. This might have served to mollify them, taking
into consideration their documented feuding with Beissel.”” No matter the reason, music
manuscripts for the 1755 Nachklang represent a marked change in hymn texts set to
music, in that their authorship is no longer limited to European authors, Beissel, or

solitary brethren or sisters.

7® For more details considering the conflicts between Beissel, the solitary brethren and
sisters, and the householders, see Showalter, “And We, the Fathers of Families...,” 10-12.
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Figure 2.27: Music Manuscript for the 1755 Nachklang zumﬂ Geﬁng Juméta DS 015,
page 3.

Music manuscripts of this type are produced on oblong paper that has been
repurposed from a previous music manuscript type (see Figure 2.27). Indeed, the layout
and style of the volume (included printed titles) resembles music manuscripts for the
1749 Turtel=Taube Type 2 (see Figure 2.20). However, the ordering of the printed titles
corresponds to that found in music manuscripts for the 1749 Turtel=Taube Type 1. This
suggests that an alternate (non-extant/available) version of the 1749 Turtel=Taube Type
1 with printed titles was produced. No known copies of such a manuscript exist.

After the manuscript was assembled, it appears that a scribe then wrote titles for
the 1755 Nachklang next to the printed titles, providing corresponding page numbers in
the printed hymnal. The music in the hymnal corresponds only to the Nachklang hymns,
and not to the Turtel=Taube texts. For example, the setting for the hymn “Christus der
Weg ist” on page 3 of Juniata, DS 015 (see Figure 2.27) contains music that is set only to
this hymn, which happens to appear also in music manuscripts for the 1762

Neuvermehrtes Gesdng der einsamen Turtel=Taube, discussed below. For example, the

original printed hymn incipit on page three is “Die Bliith ist aus.” To the right of this is
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written “Christus der Weg ist.” This hymn is set entirely differently in manuscripts in
which the music actually corresponds to its printed text.

There are 78 hymns set in this music manuscript. All are for four parts (SATB)
and span from verso to recto with two hymns per page (see Figure 2.27). There does not
appear to be an organizational scheme for groupings of hymns according to text authors.
In addition, pagination and organization is not consistent between the two extant copies.
Both manuscripts contain a handwritten Register.

Given the makeshift nature of this hymnal, it is unclear whether it was used or if
other copies exist beyond the two extant volumes. In contrast to the intricate calligraphic
work of 1754 Paradisisches Wunderspiel music manuscripts, the music manuscript for
the 1755 Nachklang appears shoddy, rushed, and imprecise.

Here is a table of the two extant available copies of music manuscripts for the
1755 Nachklang zum Gesdng der einsamen Turtel=Taube. For a comprehensive list of

contents, see Appendix J.

Viehmeyer
Collection City State | Internal call number Origin | Classification
Juniata Huntingdon | PA DS 015 Ephrata
Juniata Huntingdon | PA Request at library Ephrata | MJA

Table 2.14: The extant available copies of music manuscripts for the 1755 Nachklang
zum Gesdng der einsamen Turtel=Taube.

Music Manuscripts for the 1762 Neuvermehrtes Gesiing der einsamen Turtel=Taube

In 1762, the Ephrata press printed the Neuvermehrtes Gesdng der einsamen
Turtel=Taube, essentially an updated and condensed edition of the Turte/=Taube
hymnal. Some of the texts are new, but most are repeated from previous hymnals,

including the 1739 Zionitischer Weyrauchs Hiigel, both editions of the Turtel=Taube,
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and the Nachklang. The majority of the authors are Ephrata writers, although a few hymn
texts are by non-Ephrata writers including the Inspirationist Johann Friedrich Rock
(1687-1749), the Reformed Pietist Gerhard Tersteegen (1697—1769), and the Swiss

Pietist Samuel Konig (1670—-1759).
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Figure 2.28: Music Manuscrip‘:for the 1762 Neuvermehrtes Gesdng der einsamen
Turtel=Taube. Juniata, DS 029, page 3.

Thus, after several years of an apparent lag in musical composition, the publication of the
Neuvermehrtes Gesdng prompted a limited amount of music manuscript creation. These
music manuscripts for the 1762 Neuvermehrtes Gesdng are formatted in much the same
way as music manuscripts for the 1749 Turtel=Taube Type 1. There are three hymns per
page, with the musical system spanning from verso to recto side (see Figure 2.28). The
page numbers are written in the upper left hand corner of the verso page, with one page
number per verso-recto pair. All music is for four parts (SATB), and none of the music

manuscripts contain modal charts or the Rose-Lilie-Blume sequence.
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Six of the nine music manuscripts are attributed to Ephrata, and three to Snow
Hill. None contain any extensive illumination or intricate calligraphy, which would
suggest that they were created after the era of sophisticated manuscript illumination at
Ephrata ended. The music manuscripts of Ephrata origin contain a printed Register that
corresponds to that found in the printed 1762 hymnal. The exception to this is Juniata, DS
032, which contains a handwritten Register that matches with the printed version. The
Snow Hill manuscripts are copies of the Ephrata original. Of the three, Ashland
University, BCA10-19UnknownDatel is ornate and richly colored, whereas Juniata, DS
031 and DS 033 are simpler and sparser in their decorative elements.

There are six sections of the music manuscript for the 1762 Neuvermehrtes
Gesdng der einsamen Turtel=Taube, and each reflects the ordering of the printed hymnal.
In each section texts by Beissel are placed first, followed by hymn texts by other Ephrata
and non-Ephrata writers. In addition to this sequence, each section is organized
approximately alphabetically. Whereas Beissel’s hymns in the first part make their initial
appearance either in 1762 or in the 1755 Nachklang, some of the hymns of the other
brothers and sisters (and two by Gerhard Tersteegen) are found as early as 1739 in the
Zionitischer Weyrauchs Hiigel. For example, “Der Glaubensgrund ruht auf dem
Gnadenbund” by Brother Agonius is found in the 1739 Zionitischer Weyrauchs Hiigel,
the 1755 Nachklang, and the 1762 Neuvermehrtes Gesdng. Its musical settings are found
throughout the Ephrata music manuscripts, and are varied. However, the setting in music
manuscripts for the 1762 Neuvermehrtes Gesdng (page 26 of Free Library of
Philadelphia, Borneman MS 11.7, for example) is the same as the setting found in music

manuscripts for the 1755 Nachklang (page 4 of Juniata, DS 015, for example).



90

Here is a table of the nine extant available copies of music manuscripts for the
1762 Neuvermehrtes Gesdng. For detailed descriptions of this manuscript type and a

comprehensive list of contents, see Appendix J.

Viehmeyer

Collection City State | Internal call number Origin | Classification
Ashland Snow
University Ashland OH BCA10-19UnknownDatel Hill
Free Library of
Philadelphia Philadelphia | PA Borneman MS 11.7 Ephrata | PPJ
Juniata Huntingdon | PA DS 029 Ephrata
Juniata Huntingdon | PA DS 030 Ephrata

Snow
Juniata Huntingdon | PA DS 031 Hill
Juniata Huntingdon | PA DS 032 Ephrata

Snow
Juniata Huntingdon | PA DS 033 Hill
Juniata Huntingdon | PA Not catalogued Ephrata | MJB
United States
Library of
Congress Washington | DC M 2116.E6 1772 Ephrata | LCF

Table 2.15: The extant available copies of music manuscripts for the 1762 Neuvermehrtes
Gesdng der einsamen Turtel=Taube.

1763 Liebliche Lieder

In preparation for the 1766 Paradisisches Wunderspiel, a large printed text-only
hymnal compendium, several manuscript hymnals were drafted containing hymns of the
community, both new and old. Two of these handwritten collections of texts are similar
enough to one another that they are classified together by Viehmeyer as Liebliche Lieder
(with the variant “Libliche Lider” also used).”” Both of these manuscripts are dated 1763

and contain similar title pages.

" Viehmeyer, Index, “Hymn Text and Hymn Tune Books,” 9.
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Figure 2.29: Music Manuscript for the 1763 Liebliche Lieder. Chicago History Museum,
MSS AlphaV: Ephrata, page 45.

Four music manuscripts correspond to these manuscript hymnals. All four are
similar in shape, paper, layout, ink, calligraphy, and decorative elements. As is the case
with most Ephrata music manuscripts, hymns generally span from verso to recto side.
This manuscript mostly sets two hymns per page. In some cases, three hymns are set,
with the other two being spatially condensed to accommodate the layout (see Figure
2.29). Page numbers are written in the upper left corner of the verso page, and numbering
is assigned to each verso-recto pair. Each manuscript of this type is oblong, and all four
are worm-eaten near the binding and edges. Each manuscript contains a handwritten
Register. Black is the only color of ink used for text and music, and brown is used in
geometric designs that separate hymns when needed. No elaborate illustrations are found
in this manuscript type. Text incipits are written above the music, but there are no page
numbers associated with the hymns. This is because no corresponding print existed when
the hymnal was created.

In general, Ephrata music manuscripts were not created unless they were to be

affiliated with a printed hymnal. The instances of music written to correspond with
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printed hymnals before they went to print are seen above. They are, for example, select
sections of music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Types 2, 3,
and 4, and the Ephrata Codex with hymns from the 1747 Turtel=Taube. In the case of the
Liebliche Lieder, it is curious that the four music manuscripts are only affiliated with two
extant manuscript text collections, and correspond to no printed hymnal. The lack of
correlation between this manuscript text hymnal and a congruent printed volume is
enigmatic, particularly because the Ephrata press was in regular operation during the
1760s. The only possible explanation is that, as suggested above, Liebliche Lieder was
written in preparation for its contents’ inclusion in the 1766 Paradisisches Wunderspiel.

This does not solve the question of the existence of the music manuscripts for the
Liebliche Lieder, however. One potential rationale is that the music manuscripts were
created with the intention of writing the corresponding page numbers after the text
hymnal printing was complete. Then, because a printed copy was not generated,
correspondence numbers were never written in the music manuscript. Another theory
proposed by Jeff Bach is that the music manuscripts for Liebliche Lieder were a
sketchbook for a music manuscript that was to correspond with the 1766 Paradisisches
Wunderspiel.”® Although such a manuscript is not known or extant, the theory makes
sense given the aforementioned trend of Ephrata music manuscripts consistently
containing elements of subsequent volumes.

Here is a table of the four extant available copies of music manuscripts for the

1763 Liebliche Lieder:

78 Jeff Bach, “reply to Libliche Lider,” Message to Christopher Herbert, July 5, 2017,
Email.
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Viehmeyer

Collection City State | Internal call number Origin | Classification
Chicago History
Museum Chicago IL MSS AlphaV: Ephrata Ephrata | MCHS-A
Juniata Huntingdon | PA DS 025 Ephrata
Juniata Huntingdon | PA DS 026 Ephrata
Juniata Huntingdon | PA DS 027 Ephrata

Table 2.16: The extant available copies of music manuscripts for the 1763 Liebliche

Lieder.
Remaining Ephrata and Snow Hill Music Manuscripts

It appears that after 1763, there was no known music manuscript type created at
Ephrata. However, there is reason to believe that music manuscripts after 1763 might
have been produced and that they were lost. The most compelling evidence for this is the
presence of music marginalia in two copies of the 1766 Paradisisches Wunderspiel held
today at the Ephrata Cloister, and discussed in Chapter 4. An in depth study of these
marginalia might yield new clues for research.

In addition to this speculative music manuscript, additional music manuscripts
actually do exist that defy categorization or direct affiliation with Ephrata printed
hymnals. These manuscripts are from both Ephrata and Snow Hill. What follows is a
brief description of each. Additional information is provided as deemed necessary.

One of the eleven music manuscripts (Juniata, DS 028) is an entirely handwritten
copy of sections of four-part music from the 1754 Paradisisches Wunderspiel Type 2,
specifically “Mosis Lied” (Deuteronomy 32), “Jeremia” (Jeremiah 31), and “Das Lied
des Lamms” (Revelation 13). The antiphonal motet style musical settings are the same as
those found in the 1754 volume. However, because it is not printed, the manuscript
follows the usual Ephrata pattern of musical systems spanning from verso to recto, and
thus resembles Type 1 of the 1754 Paradisisches Wunderspiel with the exception of a

missing bass part. No page numbers are provided in the manuscript. In addition, pages




94

are missing at the end of the setting of “Das Lied des Lamms,” suggesting that the
manuscript might have contained musical settings of other texts. Decorations in the

manuscript, when used, are abstract and employ the colors red and black (see Figure

2.30).
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The purpose of this manuscript is difficult to ascertain. Given the number of
extant copies of the 1754 Paradisisches Wunderspiel Type 2, it would likely have been
unnecessary to create a manuscript copy of parts of it. It is more likely that this music
manuscript was a sketch for the 1754 Paradisisches Wunderspiel, and if so, it would be
dated as pre-1754.
Likewise, two music manuscripts (Winterthur, Col. 318, 65 x 561 and LC, M
2116 E6 1750) are set to the same text and music as other portions of the 1754

Paradisisches Wunderspiel. These are entirely handwritten copies of “Das hohe Lied
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Salomons” (Song of Solomon), and Psalm 150.” Viehmeyer refers to this manuscript as

Das Lied der Liederen, to reflect the first line of text (see Figure 2.31).
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Flgure 2.31: Uncategorized music manuscrlpt Winterthur, Col. 318, 65 x 561, first page.
Courtesy, the Winterthur Library: Joseph Downs Collection of Manuscripts and Printed
Ephemera.

As with Juniata, DS 028, the music in these two manuscripts is in four parts and
its antiphonal motet-style writing is congruent with the correlative portions of the 1754
Paradisisches Wunderspiel Type 2. And like Juniata, DS 028, the logic follows that this
is likely a compositional sketch for the 1754 Paradisisches Wunderspiel, which would
date it pre-1754.

The other eight of the remaining manuscripts are from Snow Hill. Three can be

conclusively coordinated with the 1795 printing of Das Kleine Davidische Psalterspiel

7 1t deserves to be stated that the copy in the Library of Congress was in such disrepair
that only the first page of music was viewable with the aid of a librarian. Thus, although
it is definite that this manuscript contains a setting of “Das hohe Lied Salomons,” it is not
certain that it contains a setting of Psalm 150, as is definitely the case with the Winterthur

copy.
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by Solomon Mayer on a press at Ephrata (Ephrata in der neuen Buchdruckerey bey
Solomon Mayer). The Ephrata community is not known to have employed this text
hymnal regularly, but it was used elsewhere by Inspirationists and Pietists in America
throughout the eighteenth and nineteenth century. The fact that text from this hymnal was
set at Snow Hill indicates that it held some importance for that community. The three
Snow Hill music manuscripts that correspond to Das Kleine Davidische Psalterspiel are
HSP, Cassel Collection, Document 13, Juniata, DS 035, and Princeton Theological

Seminary, SCA#1690 (see Figure 2.32).
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Figure 2.32: Uncategorized music manuscript. Princeton Theological Seminary,
SCA#1690, page 1. Benson Collection of Hymnals and Hymnology, Special Collections,
Princeton Theological Seminary Library.

Both of these music manuscripts are oblong in shape. The Princeton and HSP
copies contain two hymns per page for two voices (soprano and bass), with the music
spanning from verso to recto side. The Juniata copy contains 1 four-part (SATB) hymn
per page. Page numbers are written on the upper left hand corner of the verso side, with
one page number per verso-recto pairing. The numbers within parentheses to the right of
the hymn incipits do not correspond to the page numbers in the printed hymnal, but rather
to a melody that can be applied to several hymns. For example, both hymns on page 1 of

Princeton Theological Seminary SCA#1690 are given a correspondence number of (1)

(see Figure 2.32), and both are listed under the number 1 in the printed hymnal’s
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“Melodien Register.”*

However, despite the fact that they are assigned the same melody
number, the musical settings of the two hymns are different. This begs the question of
why the melody number is included to begin with, particularly if the hymn is already
given a musical setting.

The seven remaining miscellaneous manuscripts, all attributed to Snow Hill, are
mysterious because they do not correspond to any specific known printed hymnal. For
example, three of the manuscripts (Mystery Manuscript Type 1: Juniata, DS 022, DS 023,
and DS 024) contain hymn texts that appear to be derived from more than one source. For
example, “Christus lag in todes banden,” the well-known hymn text by Martin Luther, on
page 65 corresponds to the Kleine Davidische Psalterspiel correctly, and “Das
himmlische Lustspiel der Lilien” on page 8 corresponds to the 1766 Paradisisches
Wunderspiel loosely. What this seems to reveal is that the manuscript is either inaccurate,
or corresponds to a hymnal not known to us. It is important to note that Viehmeyer does
not account for any Ephrata setting of “Christus lag in todes banden” or the alternate
version “Christ lag in todes banden.” Thus, it is highly unlikely that this mystery
manuscript type corresponds to an Ephrata hymnal.

All three manuscripts of Mystery Manuscript Type 1 are paginated with one page
number per side. Hymns do not extend across the binding. Each setting in these three
manuscripts is in four parts (SATB). There is only limited calligraphy used in this

manuscript type, and very few decorative elements are employed (see Figure 2.33).

8 [Unknown], Das Kleine Davidische Psalterspiel der Kinder Zions (Germantown, PA:
Christoph Saur, 1760), Melodien Register, 1.
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Figure 2.33: Uncategorized music manuscript — Mystery Manuscript Type 1. Juniata, DS
024, page 5-6.

The other mystery hymnal type (Mystery Manuscript Type 2: Ephrata Cloister
Collection, EC 14.65.79; Free Library of Philadelphia, Borneman MS 4.7; and Juniata,
DS 036) are similar in content to the first type of mystery manuscript. The main
difference is that only one line of music (the soprano part) is provided (see Figure 2.34).
All three music manuscripts are oblong and entirely handwritten. In addition, the texts do
not clearly correspond to any one hymnal, although most hymns match with Das Kleine
Davidische Psalterspiel and others to the 1766 Paradisisches Wunderspiel. In addition,
the numbers to the right of the incipits do not appear to correspond to any known
pagination system or melodic listing. Page numbers occur only once per verso-recto pair,
and musical systems span from verso to recto. [llumination in this music manuscript type

1s limited.



99

Figure 2.34: Uncategorized music manuscript — Mystery Manuscript Type 2. Ephrata
Cloister Collection, EC 14.65.798, page 2.

It is unclear what the purpose of such a hymnal with one line of music would be.
Was it a tool for composing melodies or setting harmonies? Or was it a rubric for
remembering melodies of often-performed hymns? Unfortunately, none of Obed
Snowberger’s writings provide clues regarding these small manuscripts. What these
mystery music manuscripts do suggest is that Snow Hill could have been a location of
active hymn composition. Given that music in these manuscripts does not appear to
overlap with Ephrata hymns, the implication is that Snow Hill received musical
inspiration from something other than Ephrata, its dominant cultural influence.
Additional study into the content and origins of these seven hymnals would be warranted.

Another historian of German-speaking Pennsylvania wrote that, “Cultural history
can be most effective when it not only recovers stories about specific cultural artifacts but
also considers their social roles as larger sets beyond the single individual item.”®" Our
survey of sources attempts to do this. The descriptive catalog above provides information
on 122 Ephrata and Snow Hill music manuscripts that were accessed over the course of

this study. The purpose of this catalog is to provide a clear organization of the

8! Liam Riordan, “Pennsylvania German TaufScheine and Revolutionary America:
Cultural History and Interpreting Identity,” in A Peculiar Mixture: German-Language
Cultures and Identities in Eighteenth-Century North America, ed. Jan Stievermann and
Oliver Scheidling (University Park, PA: Pennsylvania State University Press, 2013), 252.
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manuscripts so that past studies are disambiguated and future scholars can work with the
material more easily. In addition, it provides background inviting the scholar to imagine
the cultural milieu of each document. Appendix I and Appendix J provide more specific

information regarding the content of the various music manuscripts.
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Chapter 3: Ephrata Music Theory
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Figudfie 3.1: Page of Ephrata Music Treatise in Music Manuscript for 1739 Zionitischer
Weyrauchs Hiigel Type 3. Ephrata Cloister Collection, EC 80.33.2.

The Ephrata music treatise appears in two formats: manuscript (see Figure 3.1)
and print (see Figure 3.2). There are three nearly identical versions of the hand-written
manuscript all dating from 1746. These exist in the following collections: HSP, Cassel
Collection, Document 11;' Ephrata Cloister Collection, EC 80.33.2;and LC, M 2116.E6
1746.% Each of these versions of the treatise is situated as the preface (“Vorrede”) to

larger music manuscripts that correlate to the printed 1739 Zionitischer Weyrauchs

! This version is dated August 25, 1746.

% This version is dated November 2, 1746.

? This version is dated 1746 (no month or day). This third manuscript is also the notable
“Ephrata Codex,” discussed in other chapters of the dissertation. Following a conversion
from the Julian Calendar used in the British colonies during the eighteenth century, to the
contemporary Gregorian calendar, the approximate re-dating of these manuscripts reveals
a slightly later production, in the order presented above: September 5, 1746, November
13, 1746, and either 1746 or 1747.
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Hiigel. In all three cases, the treatise is placed immediately preceding modal charts that

lay out rules for voicing, referenced in the text of the treatise itself.
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Figure 3.2: Page of Ephrata Music Treatise in print of 1747 Das Gesdng der einsamen
und verlassenen Turtel=Taube. Seventh Day Baptist Historical Society, 245.2865 E.
Courtesy, Seventh Day Baptist Historical Library and Archives.

The print format of the treatise is situated as the second preface to the 1747 and
1749 printings of Das Gesdng der einsamen und verlassenen Turtel=Taube. Since this
book is a collection of hymn texts, it does not contain any musical notation, with the
exception of marginalia in various copies. As mentioned earlier, the printers in Ephrata
were not able to adapt their new press to the demands of music printing during the 1740s.
They could only print text, and did so in gothic font for the German text. However, the
printers would signify a word of foreign derivation by switching to Latin lettering used
for English-language printing. The treatise, containing many non-German words like

“Manier,” “Octav,” and “Primas,” required frequent alternation of fonts, indicating a

degree of fastidiousness on the part of the printer.
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The 1747 printed treatise is mostly congruent with the manuscript version, save
the dedication page and four additional paragraphs included at the end of the print
version. The manuscript also includes four short notated musical examples that are not
found in the print version. A full English translation of the treatise given alongside the
German original is found in Appendix A, with the differences between the manuscript
and printed versions duly indicated.

The content of the treatise can be divided distinctly into the following three
subjects: (1) a theological justification for the practice of music at Ephrata, (2) dietary
restrictions for singers of the community, and (3) an explanation of various practical
elements of music production, specifically composition and performance. The treatise
reads in the style of a theological tract, with convoluted language that mirrors the
verbiage of many other Ephrata writings by Beissel. Somewhat clearer language is used
in the section dealing with music, and it is well supported by the modal charts found in
many of the music manuscripts. Although an author for the treatise is not named, one can
deduce that it would likely be Beissel, given his position of leadership in the community,
the style of the language used, and the fact that many other contemporaneous Ephrata
texts are attributed to him.* In addition, the community’s self-published retrospective
history (the Chronicon Ephratense) specifically names Beissel (“The Superintendent” of

Ephrata) as the originator of the ideas presented in the treatise.’

* For a discussion of Beissel’s intended political priorities for Das Gesdng der einsamen
und verlassenen Turtel=Taube, see Jones, 331-343.
> Lamech and Miller, 166—169.
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3.1: Contents of the Treatise: Descriptive Commentary

This section serves to clarify and analyze the treatise. Explanations are made
throughout the narrative to explain content and concepts. It is advised to refer to
Appendix A as noted to view the original source material while reading what follows.
Theological justification’

A notable starting point for comparison and discussion can be found in the printed
dedication to the 1747 hymnal. Here, Beissel writes that the treatise is “given by a
peaceful pilgrim on his way to the silent eternity.”” Two of the manuscripts (HSP, Cassel
Collection, Document 11, and Ephrata Cloister Collection, EC 80.33.2) contain a variant:

“Given in the silence at Zion Ephrata.”®

In both versions, the concept of silence is
featured. It implies that stillness has a value, and it also sets up a narrative in which the
creation of sound (in contrast to silence) is discussed at length. The implication is one in
which silence is an a priori condition, and music is a spiritual tool that one uses for
specific situations, punctuating the silence.

For Beissel, music is imbued with a specific purpose, that of worship. He posits
that one of the functions of a faithful community is to attempt to match “the manner of
the angelic choirs” with “songs of love and praise.” Indeed, although Beissel states that

singing is the method by which “to praise God outwardly in the purest way,”' he notes a

significant challenge to this system of worship: “the continued weight of our roughness in

% Appendix A, 281-292.
" 1bid, 282.

¥ Ibid.

? Ibid., 284.

1 Ibid., 285.
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the not yet fully crucified nature.”"'

The theological issue that he is discussing here is that
because people on earth have not yet obtained purity, the sound of their songs only
infrequently matches the idealized exultations of angelic choirs. Indeed, he writes, “no
single person born of Adam and Eve can of himself make a clear tone that was to be sung
in this school, and even less so to help embellish a proper song.”'* This is a specific
reference to Ephratensian theology in which man underwent a “double fall.” According
to Jakob Bohme and other theologians who influenced Beissel, the first fall took place
when Adam, created as androgynous, identified male and female differences between
animals. As a result, he desired a companion, thereby creating a rupture in his being that
separated humans by assigning them genders. The second fall, more familiar to
mainstream Christians, relates to Eve’s tasting of the forbidden fruit and the awakening
of sexual self-consciousness."> Beissel determines that because of man’s inherent
lowliness, human singing suffers from an inherent flattening in pitch, a “considerable

991

sinking and falling in song.”'* Beissel’s remedy to this condition is to gain wisdom
through the practice of music, an important and arduous task in which there is much
suffering. Through the dedicated study of singing, students will eventually become
masters so that they can grow closer to God.

It is important to note that Beissel’s use of the word “Gesang” (translated roughly
as “song” or “singing”) and its root “sing-" embody a broader definition of these terms

than those to which one might be accustomed. Beissel uses “Gesang” or “sing” to refer to

the physical act of singing, as in the aforementioned phrase, “no single person born of

" Ibid., 284.

12 Ibid., 289.

13 Bach, 37-40.

'* Appendix A, 290.
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Adam and Eve can of himself make a clear tone that was to be sung in this school, and

515 216

even less so to help embellish a proper song.”"” Here, Beissel uses “Thon™ " to refer to

“tone,” and “Gesang” to refer to the “proper song.” He also employs “sing” to refer to the
act of composing music, as we see in his explanation for beginning and ending a song
similarly: “in the song all must at the end conclude on the same 3 letters with which it

9917

began.” ' Finally, Beissel uses the phrase “geistlichen Sing=Schule” (“spiritual song
school”)'® as a place in which both singing and composition occur. Hence, in the
language of the treatise, “sing” or “song” refers to both the act of singing, and the
practice of composition, discussed below.

Dietary restrictions'

Beissel instructs that if one wishes to sound like a heavenly creature, one must
attempt to make oneself “pleasant and agreeable” with the “purest and clearest spirit”*’
possible. He explains that one way to do this is to watch carefully what one puts into the
body. In other words, you are what you eat. Beissel provides a description of the foods

9921

that make the “spirit fixed and the voice subtle and thin.”*" They are: wheat, buckwheat,

bread, potatoes, turnips, other root vegetables, and water. He also lists the foods that

9922

make the voice “uncouth, slow, lazy, and heavy.”” These forbidden items are: meat,

milk, cheese, eggs, honey, beans, and any drink other than water. Finally, he reasserts the

"> Appendix A, 289.

' “Thon” is frequently spelled incorrectly as “thun” in the 1747 printed treatise.
7 Appendix A, 298.

' Ibid., 306.

" Ibid., 292295,

% Ibid., 292.

1 Ibid., 293.

*2 Tbid.
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commune’s commitment to celibacy with a warning that the spirit of this pure and
virginal “high art” of music does not tolerate “defiled and sinful womanish love.”*’
Explanation of the practical concerns of music production™

Beissel seems to intend this large section of the treatise to be a pedagogical
manual for teachers. He begins by stating that the “master” must “first let the beginning
pupils know that they must not simply learn the ABC or the seven letters and then
immediately proceed to thirds and leaps, before they have learned to recognize each

»2> Here, Beissel uses the word “letter” to refer to the notes

letter’s type and properties...
in a scale, as in C, D, E, F, etc. “Properties” refers to the function of the letters within
various modes. The “ABC” was a common pedagogical term used in German-speaking
Pennsylvania at the time, referring to “rudiments” or “basics” of a particular field.*® The
fact that Beissel refers to an “ABC,” and then refers to the “letters” (as in “notes”) should
not be confused. The “ABC” is a schematic that encapsulates the modal theory. The
“letters” are integral to the musical system, and are to be understood in practical terms
simply as “notes.”

Beissel states that the purpose of this section is to show the reader “what makes a

four-voiced song, and what letters every voice sings in a chorale in each and every mode

*3 This description of “womanish love” implies a gendered audience in a community in
which literacy was universal. Perhaps this provides a clue as to the extent to which
Beissel intended this treatise to be read by a larger audience. See Bach, 97-114, and
Jones, 333-340.

** Appendix A, 296-306.

> Tbid., 296.

*® For a discussion of the notenbuch tradition in eighteenth-century Pennsylvania, see
Mary Jane Lederach Hershey, “The Notenbiichlein Tradition in Eastern Pennsylvania
Mennonite Community Schools,” in Bucks County Fraktur, ed. Cory M. Amsler
(Kutztown, PA: Pennsylvania German Society, 1999), 115-149.
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2" In other words, he is explaining that he will indicate the rules

according to their type.
for four-part voicing based on the context of a given mode. He also indicates that he will
illustrate how “one may see the chart of any mode in four voices on a table.”*® The word
Beissel uses for “chart” in the treatise is “Schliissel,” the same word used to label the
modal charts later in the music manuscripts. Finally, and most curiously, Beissel states
that he will indicate “how, when a song has fallen, to lift it back up again, that it does not
become separated from its type and manner.”* Although it has been suggested in the past
that Beissel is trying to explain a process of modulation,” it seems improbable that he is
proposing anything other than a reset mechanism for flat singing. Indeed, this mechanism
is clearly discussed in the treatise, as well as illustrated throughout the modal charts, and
will be examined below.

In the treatise, Beissel systematically works through the following modes: C
major, A minor, B-flat major, G minor, G major, and F major.31 It is curious that this
order does not parallel the sequence of the modal charts found in the manuscripts: C
major, G minor, G major, A minor, B-flat major, F major, E-flat major, C minor, and A
major.

It should be noted here that there is a conflict between the words “mode” and

“key.” The term that Beissel employs is “Weifs/Weisen,” which in this context

*7 Appendix A, 297.

** Tbid.

* Tbid.

> Martin, 306-310.

*! Beissel does not use the terms “major” and “minor.” For example, to describe the mode
of G major, he refers to the “mode of G in which you make a B-natural and an F-sharp.”
For the sake of expediency and context for the modern reader, the terms are reduced to
“major” and “minor,” but retain the word “mode” so as to differentiate from the modern
concept of “key.”
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approximately denotes “way” or “mode.”” The use of “Weisen” indicates an approach to
music that is more in line with modality than the tonality that was concurrently
burgeoning on the European continent.>® Beissel’s treatise represents a musical
community on the cusp of the transition from modality to tonality.

In this sense, it is important to note that the “mode of C major” or “C Mode,” as
Beissel puts it, is not used in the same way that a contemporary theorist might use the
term, “the key of C major.” Indeed, in the accompanying modal charts, “C major” is
referred to as “C Weisen,” whereas “C minor” is described as “C Weisen die den as. und
dis. machen,” or “the mode of C in which you make an A-flat and an E-flat.” The
conspicuous lack of B-flat from this description illustrates that Ephrata theory is quite
different from tonal theory, and even conventional modal theory. The full host of three
flats in modern C minor creates a natural minor scale in which scale degrees 6 and 7 are
flattened. By leaving B as a natural, scale degree 7 is raised, and is hence a leading tone
to C, or scale degree 1. Thus, Beissel’s system of modes focuses on two apparent
priorities: (1) the primacy of the mode’s “tonic” triad, and (2) a concern for the functional
immutability of certain scale degrees within a mode, to wit, the seventh scale degree.*

Any discussion of the voicing rules in the treatise must necessarily be
accompanied by an examination of the various modal charts found at the beginning of
many Ephrata manuscripts. Modal charts (see Figure 3.3 and Figure 3.4) generally adhere
to the following tripartite format determined by Beissel: (1) masters/lords, (2) mode

resetting, (3) servants, as seen in the following example (see Figure 3.3).

32 Duden Online-Wérterbuch, s.v. “Weise,” accessed July 14, 2017,
http://www.duden.de/rechtschreibung/Weise Methode Melodie Lied.

> A discussion of modality and tonality follows below in this chapter.

** This immutability is not always precise, and shall be mentioned below.
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1. MASTERS/LORDS 2. MODE RESETTING 3. SERVANTS
Der 4 Stimmen Schliissel zu den C. Weisen Wie der C. zu erhéhen iibrigen Buchstaben 4 stimmen
_ [The chart of 4 voices in the mode of C] [How to raise the C] [The remaining letters in 4 voices)
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Figure 3.3: Ephrata Modal Chart for the mode of C major. The three sections of the chart
are included at the top.

“Masters/Lords” are the three notes of the “tonic” triad in C major (C, E, G). The left
section of the modal chart illustrates eleven chords that only contain these three notes.
According to the treatise, the “servants” are the notes of the scale in the mode of C major
that are not located within the “tonic” triad. They are F, A, B, and D and are found in the
soprano part on the right side of the modal chart. The notes in the soprano are
harmonized underneath by the alto, tenor, and bass with notes that mostly correspond to
the “servant” category, but sometimes stray into the “masters/lords” category (as in the
use of the note G in the alto and bass). In this sense, the function of G as a master is not

immutable. “Masters/lords” and “servants” are discussed further below.
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Figure 3.4: Ephrata Modal Chart in Music Manuscript for the 1749 Turtel=Taube Type 1,
delineating the modes of C major, A minor, and G major. Juniata, DS 011.

3.2: Discussion and Analysis of Ephrata Modes

C Mode

With the basic concept of the modal charts established, we now move on to

discuss the treatise’s approach to the modes. Beissel begins his musical discussion with

the mode of C major, describing it as “C Weisen.” He explains that in a four-voice

simultaneity, there “cannot be more than 3 letters that make up the 4 voices, since the

fourth voice is always separated by the octave.”’ In other words, any four-voice

simultaneity must involve doubling of a voice, creating an octave. Beissel then continues

to describe which three “letters” (notes) one is allowed to use in specific contexts: “We

should notice that these three letters, which occur at the beginning, are the master and

3% Appendix A, 297.
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lords, on which everything must rest from beginning to end... must at the end conclude on
the same 3 letters with which it began.”*® According to this system, a song must then start
and end with the same notes, thereby establishing symmetry. From here, Beissel goes into
more detail about specific voicing. He states that “if it is a C-melody” (i.e., if the C is in
the soprano), then the E must be placed in the “Barrir” (his term for what we would refer
to today as “tenor’’), and the G must be in both the “s@ner”” (modern-day “alto™*) and
the bass. In modern terms, this creates a 6/4 chord in which the root is in the soprano and
the fifth is doubled in the bass and alto. Beissel also explains that this configuration can
be switched when the soprano is not on a C. In the treatise he does not explain this
further, but the modal charts illustrate the concept, arpeggiating the notes of a C major
triad in the soprano and filling in the other three parts according to a formula. This

formula can be observed to be the following (see Table 3.1):

> Tbid., 298.

7 bid.

** The musicologist Guy Oldham, who possesses two Ephrata manuscripts in his private
collection, speculated during a conversation that “barrir” could refer to “baritone,” which
would suggest that the voicing of Ephrata music was intended for soprano, tenor,
baritone, bass. This is an interesting theory that would warrant exploration at a later date.
Nevertheless, from this point forward, Beissel’s terms are translated into modern usage.
Thus, from this point forward the modern terms (“soprano,” “alto,” “tenor,” and “bass”)
are used.
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Soprano C E G
Alto G G E
Tenor E C C
Bass G C C

Table 3.1: Masters of C major and corresponding voicing, as outlined in the Ephrata
treatise.

It is important to mention that in this major mode, the third scale degree is never found in
the bass. In fact, all chords are in root position with the exception of when the root is
found in the soprano, in which case a 6/4 chord is prescribed. It should also be noted that
the root is never found in the alto part (see Figure 3.3). These observations on chord
inversions and specific voicing of chords are not discussed in the treatise; they are merely
our observations of patterns in the Ephrata modal charts.

Figure 3.3 (and the critical edition of the Ephrata modal charts in Appendix B)
outlines how one would voice chords in the C mode as the soprano arpeggiates
throughout a C major triad. A notable consideration is that the chart is symmetrical. In
addition, a peculiar feature seen throughout all the charts in the manuscripts is the bass
line. Whereas the soprano part always arpeggiates through the tonic triad, and the alto
and tenor parts remain mostly in alternation between two chord tones, the bass exhibits
large leaps: usually fourths, fifths, and octaves with infrequent scale-wise motion. Such a
line is quite unseemly for singing, particularly for amateurs. Because the bass is the
doubling voice, and because it almost always stays on scale degree 1 and 5 of any given
triad, this would explain the necessity for large leaps.

From here, Beissel continues in his discussion of the C mode. He states that the

remaining four letters (of the 7 letters in the scale) are F, A, H (B-natural), and D. These
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tones are referred to as “servants” (as opposed to “masters”), and “each has found for

itself a fellow servant, namely by how they sound together.”’

This appears to mean that
these servant tones must be paired with at least one other servant. Beissel describes these
pairings as follows: an F in the soprano indicates a D in the tenor and bass, and an A in
the alto. A in the soprano makes a D in the tenor and bass, and an A in the alto (and

sometimes the bass). B in the soprano indicates a D in the tenor and a G in the alto and

bass. And D in the soprano indicates a B in the tenor, and a G in the alto and bass (see

Table 3.2).
Soprano F A B D
Alto A G G
Tenor D D D B
Bass D D/A G G

Table 3.2: Servants of C major and corresponding voicing, as outlined in the Ephrata
treatise.

Although Beissel states that the modal charts reflect this description, this is not
actually the case. The modal charts provide the following organization of “servant” notes

(see Table 3.3):

Soprano F A B D
Alto D F G G
Tenor A D D B
Bass D D G G

Table 3.3: Servants of C major and corresponding voicing, as outlined in the Ephrata
modal charts.

There is only congruence between the two examples for the final two chords. In both

situations, the voicing agrees and the overall chord (a G major triad) is achieved. Again,

% Appendix A, 298.
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it should be noted that Beissel includes G, a “master,” in these two chords. G, the fifth
scale degree of the “C mode” is also the root of the dominant chord, in tonal terms.

The concordance between the first two chords in the treatise and the charts is not
exact. It appears that there are mistakes in the treatise. With the first chord, it is likely that
Beissel confused the alto and tenor (given his own footnote in the 1747 print that
disambiguates the terms “barrir” and “teener”*"). Thus, Beissel likely intended the
following: for an F in the soprano, the alto and bass take a D, and the tenor takes an A.
The second chord is also problematic in the treatise because it prescribes a dyad, which
runs counter to Beissel’s statement that 3 letters should be included in every four-voice
chord. The critical edition of the modal charts provides a reasonable solution: when the
soprano has an A, then the alto and bass have an F and the tenor has a D. This illustrates
that the language in the treatise is not always accurate. Thus, the following prescription

for the servant notes is produced (see Figure 3.5):
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Figure 3.5: Servant notes for the mode of C major
One observes that in this array of servant notes, two chord types are presented. In
tonal terms, they are identified as two D minor chords, and two G major chords. The

result is a progression from ii to V. This progression suggests an exploration of a

40 Ibid.
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predominant — dominant — tonic relationship without naming it as such. It should be
mentioned that the servant notes are not necessarily meant to take any given order or
progression. However, the fact that their voicing is prescribed specifically does indicate
that the servant chords relate to the master chords, if not in function, then at least through
their difference. The G that is used to voice the chords with the soprano on B and D
bridges the difference between servants and masters, and as such, its role as a master is
not immutable. Thus, although Beissel does not account for the fact that the G is used in
both the master and servant categories, he does imply that the G is a pivot note, or the

intersectional area of a Venn diagram (see Figure 3.6).
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\the mode of C
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Figure 3.6: Venn diagram of “masters” and “servants” in the mode of C major
After stating these voicing rules, Beissel then continues to describe what to do in
the case of “when a song has fallen” in the C mode. He prescribes the following
technique by which to restore pitch:

Now we wish to speak of how, when a song has fallen, one may raise it
again without putting it out of its order, Here you must remember to find
the letter that turns the rudder in the melody. In this case, one must find
the C, and then make a C in a different way, and call it: C, D, E-flat; as
soon as one has the right pitch of the E-flat, one goes back, names it ‘C,’
and continues one’s song. The exercise is complete.*!

1 Ibid., 294.
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In other words, whenever one falls flat while in C major, one should sing the note that
has become scale degree 1 of the tonic, and then find the note a minor third above it.
Beissel indicates that one is to consider this note to be the new tonic center.

There are a number of logic issues with this method. First, as Martin explains in
her dissertation, this method would assume that Ephrata’s choir always fell flat by a
minor third.* Her consternation concerning this idea is understandable and explains why
she chose to find an alternative meaning for Beissel’s exercise.”> However, the obvious
terminology that Beissel employs referring to pitch is unavoidable. Nor is his consistent
language referring to the physical and spiritual weight of human voices. Flatness is most
certainly the issue that Beissel is attempting to address, albeit in a peculiarly unorthodox
way. It is difficult to know if Beissel was able to determine how flat his choir went. There
is no evidence of musical instruments in use at Ephrata,** and data relating to absolute
pitch in the eighteenth century is indiscernible.*” It might make sense that the “C mode,”
for instance, referred only to the relationship of notes and intervals within the mode, and
had nothing to do with any awareness of pitch. In this context, it would make sense that

once the bass singers could no longer sing the lowest notes as a result of choral flattening

*2 Martin, 307.

* Martin ultimately determines that Beissel is trying to convey how to modulate between
parallel major and minor keys. (Ibid., 308-310.) This study disagrees with her assessment
for the following reasons: (1) the concept of “key” is not coterminous with the Ephrata
community, and (2) even if parallel modality were possible, it would not account for the
major modes of F, B-flat, and E-flat, for which Beissel does not imagine “parallel” minor
versions.

* Lloyd G. Blakely, “Johann Conrad Beissel and Music of the Ephrata Cloister,” Journal
of Research in Music Education 15, no. 2 (1967): 131.

* For a survey of concepts of absolute pitch before the introduction of the term
“Absolutes Gehor” by Carl Stumpf in 1893, see Rita Steblin, “Towards a History of
Absolute Pitch Recognition,” College Music Symposium 27 (1987): 141-153.
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(an issue that concerns all types of choirs from amateur to professional*®), then Beissel
would call for a resetting of pitch up a minor third. Beissel includes this exercise in his
treatise almost as a warning to his singers, assuming the worst about them. An image of a
perpetually flattening amateur choir in the Pennsylvania wilderness comes to mind — a
choir director’s worst nightmare.

Martin rightfully questions the ordering of this prescription for correcting flatness
within a treatise that mostly deals with issues of mode and voicing,'” and her skepticism
is warranted. Why would the remedy to flat singing be located on the modal charts
directly between the masters and the servants (see Figure 3.3 and Figure 3.4)? No clear
answer is evident. One possibility is that this was an important musical issue for Beissel
and that he needed to insert this practical concern within his composition rules. Another
possibility is that the masters, emblematic of the mode itself, are paramount to
maintaining consistency. Therefore, before a discussion of servants can take place, the
method for preserving the masters must be illustrated. In any case, within the narrative
treatise itself, the rules for correcting flattening are presented after the servants of each
mode, which would be a more logical position, at least from Martin’s viewpoint.

A Mode

From C major, Beissel then moves to the “A mode,” which we can translate

roughly as A minor, in modern terms. The following voicing rules are provided: if an A

(the “first lord”) is in the soprano, then a C is in the tenor (and sometimes the bass), and

* A Google search for “how to keep a choir from going flat” reveals innumerable
websites that tackle this issue. For the most popular result, see “Why Does My Choir Go
Flat?,” Acapella Central, accessed July 14, 2017,
http://acappellacentral.com.au/node/2557.

%7 Martin, 307-308.
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an E is in the alto and bass. Although the treatise does not discuss what happens if a C or

an E are in the soprano, the manuscript modal charts illustrate the rules (see Table 3.4).

Soprano A C E
Alto E E C
Tenor C A A
Bass E A C

Table 3.4: Masters of A minor and corresponding voicing, as outlined in the Ephrata
treatise.

Just as in the C mode, here, root position triads are the default with the exception being
when the root is found in the soprano, at which point the fifth is sung in the bass. This
rule is broken when the soprano sings a high E. In this situation, the bass sings the third
of the triad, a C, making a 6/3 chord. It should be noted that Beissel never prescribes a
6/3 chord for masters in major modes. 6/3 sonorities are only found in minor modes,
specifically A minor and G minor.

For A mode, the “servants” are mentioned as the notes F, G, B, and D. The rules

for the servants are distilled in the treatise as follows (see Table 3.5):

Soprano F G B D
Alto D C E G
Tenor B E G# B
Bass D E E G
Table 3.5: Servants of A minor and corresponding voicing, as outlined in the Ephrata
treatise.

This chart of notes nearly matches the notated chart in the manuscript, which prescribes
the following (see Table 3.6). Note that the first chord is a minor triad, as opposed to the

first chord in the previous example, which is diminished.
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Soprano F G B D
Alto D E E G
Tenor A C G# B
Bass D C E G

Table 3.6: Servants of A minor and corresponding voicing, as outlined in the Ephrata

modal charts.

The difference between the “servant” notes in A minor (A mode) as opposed to the same

category

minor is

in C mode is palpable. In modern terms, the chord progression in reference to A

iv—III - V — b VII (as opposed to the ii — V progression outlined above for C

major). In addition, the raised G-sharp in the tenor on the third chord upsets the modality

of the construct and creates a dominant chord leaning toward A minor. This G-sharp is

also a rai

sed scale degree 7, leaning into scale degree 1. It is curious that G-sharp is

placed only in the tenor voice and in the context of the triad whose root is found on scale

degree 5.

thirds, re

A G-sharp in any of the other chords would create a stacking of two minor

sulting in a diminished triad, which one could assume not to be favored in the

Ephrata system. For a complete transcription of the modal chart for A minor, see Figure

3.7.
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Figure 3.7: Ephrata Modal Chart for the mode of A minor. The three sections of the chart

are included at the top.
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Beissel moves next to the “B modes,” which he identifies as the mode in which

the lords are B-flat, D, and F, and the mode in which the lords are G, B-flat, and D. The

modern interpretation for these modes is B-flat major and G minor. Beissel states that the

voicing for the first B mode (B-flat major) is a B-flat in the soprano, a D in the tenor, and

an F in the alto and bass, with a B-flat sometimes being in the bass as well. It is

noteworthy that in the treatise Beissel does not provide voicing for the arpeggiations of

the tonic triad. Additional reference to the modal charts reveals the following

organization (see Table 3.7):

Soprano Bb D

Alto F Bb D
Tenor D F Bb
Bass F Bb Bb

Table 3.7: Masters of B-flat major and corresponding voicing, as outlined in the Ephrata

treatise and modal charts.

The treatise is quite specific about the voicing of the servant notes, which are listed as G,

A, C, and E-flat. They are organized as follows (see Table 3.8):
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Soprano G A C Eb
Alto Eb F F G
Tenor C C A C
Bass C/Epb F F C

Table 3.8: Servants of B-flat major and corresponding voicing, as outlined in the Ephrata

treatise.

Here, the notable phrase is that, “the high g makes the bass more rightly have the dis [E-

flat].”*® This indicates that the higher range of the soprano on E-flat moves the bass from

the root to the third, and the chord from root position to first inversion, perhaps revealing

a preference for a less stable chord as the soprano sings higher. As we have seen, this is

the case in A minor when an E in placed in the bass. This chord progression, within the

context of B-flat major is ii (or ii®) — V — V — ii, a combination of predominant and
J p

dominant chords. A comparison of this to the modal charts reveals a nearly identical

result (see Table 3.9):

Soprano G A C Eb
Alto Eb F F G
Tenor C C A C
Bass C F F C

Table 3.9 Servants of B-flat major and corresponding voicing, as outlined in the Ephrata

modal charts.

For a complete transcription of the modal chart for B-flat major, see Figure 3.8.

* Appendix A, 300.
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25 Der 4 stimmen Schliissel in den B. Weisen Wie der B. zu erhhen ibrigen Buchstaben 4 stimmen
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Figure 3.8: Ephrata Modal Chart for the mode of B-flat major. The three sections of the
chart are included at the top.

For the other “B mode,” our modern-day G minor, Beissel presents the three lords
as G, B-flat and D. He only provides voicing for the chord in which G is in the soprano.
Here, he introduces a new idea of a borrowed chord modal mixture, showing that the
tenor can carry a B-natural instead of a B-flat in specific circumstances. He does not
outline what those circumstances are. However, one may find them frequently at the end
of minor mode Ephrata hymns in which the composer inserts a Picardy third.

Correspondence with the modal charts reveals the following (see Table 3.10):

Soprano G Bb D
Alto D D Bb
Tenor Bb/B#t G G
Bass D G Bb

Table 3.10: Masters of G minor and corresponding voicing, as outlined in the Ephrata
treatise and modal charts.

At this point in the treatise, Beissel seeks to explain why his descriptions of
modes follow a similar order: masters, followed by servants. He explains that we “always
begin matters with the letter that steers the rudder of the choral... for the sake of

correctness... we stay with our description in this order, so that we can show forth our
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* By employing a nautical term

matter according to the masters and lords of the Chorale.
(“rudder” — in German, “Ruder’’) invoking an image of a tool that determines the
direction of a vessel, Beissel is likely referring to the first scale degree of the mode, or the
“root” of the “tonic chord.” Although a melody can begin on any of the three
masters/lords of a mode, the treatise’s organization necessitates that it always present
scale degree 1 — the “rudder” — first.

With regard to the servants in this mode (G minor), Beissel unexpectedly states
that “here the game is turned in wondrous fashion, and in the 3 lower voices totally other

0 In order to understand this statement,

letters become servants from in the other modes.
one must examine the servants, which, he explains, are F, A, C, and E-flat. They are

organized as follows in the treatise (see Table 3.11):

Soprano F A C Eb
Alto D D F E/C
Tenor Bb F# A G
Bass Bb D F E/C

Table 3.11: Servants of G minor and corresponding voicing, as outlined in the Ephrata
treatise.

A comparison to the harmonic charts reveals the following near-exact match (see Table

3.12):

* Ibid., 296.
39 Ibid.
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Soprano F C Eb
Alto D D F C
Tenor Bb F# A G
Bass Bb D F C

Table 3.12: Servants of G minor and corresponding voicing, as outlined in the Ephrata
modal charts.

This chord progression, within the context of G minor is Il - V — bVII —iv. For a

complete transcription of the modal chart for G minor, see Figure 3.9.
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Figure 3.9: Ephrata Modal Chart for the mode of G minor. The three sections of the chart
are included at the top.

So then what does Beissel mean by the phrase, “here the game is turned in
wondrous fashion, and in the 3 lower voices totally other letters become servants from in
the other modes”? One answer would be to speculate that he wishes to account for the F-
sharp in the second chord of the servants (see Figure 3.9). Rather than present an F-
natural, as might be expected, he includes an F-sharp, and thus gives a dominant quality,
or potential energy, to the voicing. F-sharp also accounts for the raised seventh scale
degree leading tone, which continues to appear to be generally necessary in Ephrata
music theory, particularly in minor modes as an adjustment in the tenor. So, by “other

letters,” Beissel could be referring to the F-sharp.
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Another theory to explain this phrase would be that Beissel seeks to differentiate
clearly between the modes of B-flat major and G minor. Given that these two modes are
presented as part of the same family (“B modes”) because of the presence of B-flat, he
perhaps assumes that an uninitiated reader might jump to the conclusion that the servants
should be the same for both. Taking this theory a step further, it would then make sense
that Beissel is outlining an idea that B-flat major relates to G minor, but that he is not
entirely sure how. The phrase, “the game is turned in a wondrous fashion,” could then
hint at the modern notion of the relative keys.

The mode of G major

Beissel next describes the mode with “G-tunes that have h and fis” (i.e. B-natural

and F-sharp’'), or G major. Beissel does not outline how the masters/lords are voiced in

the treatise. However, the charts prescribe the following (see Table 3.13):

Soprano G Bt D
Alto D G G
Tenor Bh D Bt
Bass D G G

Table 3.13: Masters of G major and corresponding voicing, as outlined in the Ephrata
modal charts.

The servants listed in the treatise are F-sharp, A, C, and E, and they prescribed as follows

(see Table 3.14):

> A further discussion of G major and the role of F-sharp is given below in the
subchapter entitled “‘Relative Key’ Relationships.”
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Soprano F# A C E
Alto D F# A A
Tenor Bt D E C
Bass Bs/D D A C
Table 3.14: Servants of G major and corresponding voicing, as outlined in the Ephrata
treatise.

A comparison to the modal charts shows the following (see Table 3.15):

Soprano F# A C E
Alto D F# A A
Tenor A D E C
Bass D D A C

Table 3.15: Servants of G major and corresponding voicing, as outlined in the Ephrata
modal charts.

With the exception of the first chord, the voicings are identical. The harmonic
progression for the servants within the mode of G major is then V — V —II — II°. For a

complete transcription of the modal chart for G major, see Figure 3.10.
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Figure 3.10: Ephrata Modal Chart for the mode of G major. The three sections of the
chart are included at the top.

F Mode
The remaining mode that Beissel discusses in the treatise is the “F-tunes,” in

which the lords are F, A, and C. The modern equivalent for this mode is F major. Beissel
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does not present the voicing for the lords of F mode in the treatise, but the modal charts

provide the following (see Table 3.16):

Soprano F A C
Alto C F F
Tenor A C A
Bass C F F

Table 3.16: Masters of F major and corresponding voicing, as outlined in the Ephrata
modal charts.

The four remaining servants are G, B-flat, D, and E, and their voicing as described in the

treatise is as follows (see Table 3.17):

Soprano G Bb D E
Alto E G G A/G
Tenor C D Bb C
Bass C G Bb C
Table 3.17: Servants of F major and corresppnding voicing, as outlined in the Ephrata
treatise.

The comparison to the modal charts reveals this nearly identical organization (see Table

3.18):
Soprano G Bb E
Alto E G G
Tenor C D Bb C
Bass C G Bb C

Table 3.18: Servants of F major and corresponding voicing, as outlined in the Ephrata
modal charts.

The harmonic progression for the servants within the mode of F major is another
combination of predominant and dominant chords, as follows: V —ii — ii® — V. For a

complete transcription of the modal chart for F major, see Figure 3.11.
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Figure 3.11: Ephrata Modal Chart for the mode of F major. The three sections of the chart
are included at the top.

Although they have no context within a historicist perspective, a comparison of
the harmonic progressions of the servant notes is useful for purposes of comparison. It
reveals that there is a pattern or correlation between the various major modes. For C
major, G major, B-flat major and F major, the servant notes are consistently voiced either
as i1 or V chords. There is also a pattern for the minor modes involving the chords III, iv,
V, and bVIL. In subsequent chapters an analysis of the music as it relates to the theory
determines if the voicings provided in the treatise and the modal charts result in
compositional application.

After describing the voicing for the mode of F major, Beissel provides a
conclusion in the printed version of the treatise.”* This four-paragraph section serves
several functions. First, it seeks to explain why so much effort was spent on the
description of voicings and modes. Next, it defends the amount of toil and social hardship
that Ephrata underwent in establishing its singing school for the purpose of serving God.
And finally, it calls on the reader not to judge, but rather to teach this system so that he

can see its success for himself.

>2 Appendix A, 304-306.
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3.3: Additional Modes in the Ephrata Modal Charts

Although the treatise ends its discussion of the various modes with F major, the
modal charts illustrate either three or five additional modes, depending on chart type. In
the music manuscript versions of the treatise, three additional modes are introduced with
the following text (see Figure 3.12):

Here ends the matter of their modes and methods; since the modes which

were described above, however, had some hitherto unrecognized modes

come out of them, we wish to attach the same in a final conclusion, and

put their charts here according to the above-described order along with the
other things pertaining.”
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Figure 3.12: Additional Three Modes in Music Manuscript for 1739 Zionitischer
Weyrauchs Hiigel Type 3. Ephrata Cloister Collection, EC 80.33.2.

In other words, the first six modes hint at “unrecognized” subsequent modes, and these
modes require elucidation. Beissel thus leaves his system open ended; his world is one in

which other modes could present themselves if relevant. The three modes that are added

>3 Appendix B, 316.
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in copies of the music manuscript treatise are Eb major, C minor, and A major. Modal
chart type 3a adds an additional two modes: D major and D minor plus “Der 4 Stimmen
ABC.*

What then is the goal of Beissel’s musical theory procedures? The apparent
intention of the Ephrata system is to create a network of triadic harmonies that are
straightforward to sing and pleasing to hear. The organization of notes into masters and
servants helps to bring about this goal. In most modes, the system results in success.
However, two modes — A major and C minor — reveal flaws in the structure.

The mode of A major

Figure 3.13: Ephrata Modal Chart for the mode of A major in music manuscript for 1739
Zionitischer Weyrauchs Hiigel Type 1. Ephrata Cloister Collection, EC 85.3.1.

The mode of A major is emblematic both of the notational limitations of the
Ephrata system, as well as its conceptual shortcomings for modality and tonality. As the
modal charts state, the mode of A major is “The mode of A in which you make G-sharp
and C-sharp” (see Figure 3.13 and Figure 3.14). F-sharp is not mentioned, and the key
signature does not include it. Thus, in the critical edition (see Appendix B and Figure
3.14), any note written in the space occupied by F is given a cautionary natural sign. The
result of this is a flattening of scale degree 6. In two instances in the charts — when the

soprano sings F-natural, and when the soprano sings D — the resulting harmony is not a

>* As mentioned previously, a complete and critical edition of the modal charts is found
in Appendix B.
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minor triad, but a diminished one. This was probably not the intended result. What is
more likely is that an F-sharp was implied in this system without being stated. The
rationale for this is that the defining notes within A major are the raised third scale degree
(C-sharp) giving the mode its major quality, and the raised seventh scale degree (G-
sharp) providing gravitational pull to the A. F-sharp (the sixth scale degree) would
happen naturally in this construct, and would presumably not need to be verbalized. This,
however, is conjecture. A burning question remains: were the Ephrata composers aware
of the transpositional similarity between all the major modes? Or, were the various modes

viewed as distinctly independent in accordance with their labels?

Der 4 Stimmen Schliissel zu den A Weisen die den gis u. cis machen. wie der A zuerhShen iibrigen Buchstaben 4 stimmen
51 [The chart of 4 vocies in the mode of A in which you make G-sharp and C-sharp] [How to raise the A] [The remaining letters in 4 voices]
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Figure 3.14: Ephrata Modal Chart for the mode of A major. The three sections of
the chart are included at the top.

The mode of C minor

The mode of C minor is perhaps more complicated than the mode of A major. It is
described as “the mode of C in which you make A-flat and E-flat.” B-flat is not in the
description, nor is it found in the key signature (see Figure 3.15 and Figure 3.16). The
result is a B-natural, which is the raised scale degree 7, a leading tone to C. E-flat is
necessary in this case because it its the lowered third scale degree, giving the mode its

minor quality and differentiating it from the mode of C major. A-flat — the flattened scale
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degree 6 — is present, resulting in a harmonic minor quality when the mode is written out

as a scale.

Figure 3.15: Ephrata Modal Chart for the mode of C minor in music manuscript for 1739
Zionitischer Weyrauchs Hiigel Type 1. Ephrata Cloister Collection, EC 85.3.1.

In other minor modes of the Ephrata system, scale degree 6 is flattened; A minor,
G minor, and D minor all follow this rule. However, in these three modes, scale degree 7
is raised only in the tenor part, and only when it falls within a prescribed voicing pattern
as directed by the soprano note (see Figure 3.7 and Figure 3.9) By contrast, in the mode
of C minor, the raised scale degree 7 is a default, which results in a diminished triad
when the soprano sings an F, and an augmented triad when the soprano sings a B-natural
(see Example 3.16). Perhaps, as in the mode of A major, the B-flat is implied, and the
tenor would implicitly know when to sing a B-natural. Because natural signs do not exist
in the Ephrata system, and because a sharp would not be applied to a B, it might be a

default for performers to sing B-flat unless otherwise indicated.
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Der 4 stimmen Schliissel zu den C. Weisen die as. u. dis machen Wie der C zu erhéhen iibrigen Buchstaben 4 stimmen
44 [The chart of 4 voices in the mode of C in which you make A-flat and E-flat] [How to raise the C] [The remaining letters in 4 voices]
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Figure 3.16: Ephrata Modal Chart for the mode of C minor. The three sections of the
chart are included at the top.

3.4: Other Primary Source Documents for Ephrata Music Theory

Along with the treatise and modal charts, there are two additional primary source
documents that supplement Ephrata music theory. They were identified during the course
of research for this dissertation, and as such, no prior study has discussed them. The first
is entitled Eine Erkldirung der Schlissel (“An Explanation of the Charts”) found in
Millersville University Library, MS 350 in Millersville, Pennsylvania (see Figure 3.17).
Its derivation is certainly Snow Hill, as is made clear by the paper type, paleography, and
manuscript shape. The purpose of the six-page document is to elucidate the voicing rules
outlined in both the Ephrata music treatise and the modal charts. Rather than providing
explanation (as it states), the language is essentially a rewording of Beissel’s original.
Although its audience is not known, this document does suggest that Ephrata theory was
used, or at least discussed, at Snow Hill during the nineteenth century. It implies that
Beissel’s systems were not a unique incidence in American music history, but that they
did have some influence, albeit quite small, into subsequent eras (see Appendix C for a

complete translation of the Erkldrung).
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Figure 3.17: Eine Erkldrung der Schlissel (‘“An Explanation of the Charts™).
Millersville University Library, MS 350, page 1. Courtesy, Archives & Special
Collections, Millersville University.

The second document is a two-sided loose-leaf page found as an insert in the back
cover of a printed 1766 Paradisisches Wunderspiel hymnal. This book also contains
copious music marginalia. Until 2016 it was held in a private collection but now is
located in the Ephrata Cloister Collection, EC 2016.2.1. The page (see Figure 3.18)

provides a “cheat sheet” for voicing bass notes contingent on specific soprano notes. For

example, the first stave is an elucidation for the text that reads “Coral / Bafs der
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Cumbanier” Schliissel zu dis b as Weisen” (“Soprano / Bass of the combination chart for
the mode of E-flat, B-flat and A-flat”). In other words, this is a reference page for writing
bass notes in the mode of E-flat major when specific soprano notes are provided. As seen,
the soprano arpeggiates through the masters of the mode (E-flat, G, B-flat) in two
octaves. Bass notes are provided below, connected by lines. Consistent with the Ephrata
system, these bass notes are either scale degrees 1 or 5. The final notes are the servants:
F, A-flat, C, D, and F (an octave lower). The related bass notes correspond neatly to the

modal charts.

Figure 3.18: Loose-leaf page found at end of 1766 Paradisisches Wunderspiel.
Ephrata Cloister Collection, EC 2016.2.1.

>> This is not a German word, and could have been a locally invented word, or a pidgin
word used at Ephrata. In any case, a likely translation for “Cumbanier” is “combination”
or “combining.”
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This document is significant for two reasons. First, it shows Ephrata’s music
theory in practice. Here is evidence that Ephrata composers used rubrics to apply voicing
quickly without necessarily referring to the complete modal charts. Second, the fact that
it provides correspondence only to the bass suggests clues about the process of
composition. In Ephrata’s workshop system, was the task of harmonization for each voice
assigned to separate people? Or was the bass written in first before the alto and tenor? Or,
because the alto and tenor always completed a triad with the soprano while the bass was
the more variable doubling voice, was the cheat sheet for the bass necessary as a memory
refresher?

It is important to note that the music treatise and other texts from Ephrata or Snow
Hill do not discuss rhythm and meter. Every scholar working on Ephrata’s music has
noted that there does not appear to be a discernible convention for rhythmic notation or
metrical organization. Such concerns, though of interest to a contemporary reader, were
evidently not a point of inquiry for Beissel and his community. The topic of rhythm and
meter is covered in the next chapter.

3.5: Further Discussion of Ephrata Music Theory

The thorough reading of the Ephrata treatise provided above reveals a number of
themes for discussion. Furthermore, it suggests relationships to both earlier and
coterminous systems of music theory in Europe. The section below discusses these
subjects related to these themes and relationships.

Authorship and Inspiration: Beissel or Blum?
As aforementioned, the likely author of the Ephrata music treatise was Conrad

Beissel. However, a mystery remains regarding where these theoretical ideas originated
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and how they were developed at Ephrata. Although Ephratensian historiography
maintains that Beissel was divinely inspired,’ the expected reasoning of music theory
historians would presume that Ephrata musical thought would have been introduced from
somewhere else, as part of a teleological trend. Fortunately, The Chronicon provides two
important clues regarding outside musical influence.

First, it states that Beissel played the violin during his youth in Heidelberg:

At length [Beissel] was apprenticed to a baker, and as the latter was also a

musician, he learned from him to play the violin, and had the opportunity

to display his bright disposition at weddings, at which, when exhausted

with fiddling, he would betake himself to dancing, and from this again

return to the former.”’
It is impossible to know if Beissel’s training included any discussion of music theory, or
even music literacy. However, the unsubstantiated claim that Beissel played a musical
instrument and the notion that he was able to discuss music theory would lend credibility
to his authorship of a theoretical essay several decades later.

9958

Next, the Chronicon makes mention of a “house-father””” named Ludwig Blum.

According to this account, Beissel apparently did not have sufficient knowledge to create
a system of music that would have served his needs, and therefore, he needed to gather
ideas from elsewhere:

But as everything necessary in the Settlement had to be stolen from the

world-spirit, so also in respect to singing. The Superintendent did not

know anything about it, except some notes which he had learned on the

violin. But a certain house-father, by the name of Ludwig Blum, was a
master-singer, and was also versed in composition; he once brought some

> Lamech and Miller, 134.

> Ibid., 4.

>% Here, “house-father” refers to non-celibate male members of the Ephrata community,
who lived in houses (not the communal structures for brethren and sisters) with their
families, and participated in the life of the settlement.
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artistic pieces to the Superintendent, which induced him to make use of
the Brother in his church building.”

This “master-singer” Blum was enjoined by Beissel to begin a singing school for the
sisters around the year 1740.°° According to the Chronicon, Blum did not last long as
their instructor, presumably because of personality conflicts. After the sisters absorbed
Blum’s musical teachings and related them to Beissel, Beissel then fired Blum.®' From
this point, Blum departs from Ephrata’s historical record.

Previous scholars have made note of this episode, and surmised that Blum could
have greatly influenced the Ephrata music treatise, as the Chronicon suggests. Indeed, if
Blum was active as a teacher of singing and composition for the sisters in 1740, the year
after the publication of the printed hymnal the 1739 Zionitischer Weyrauchs Hiigel, then
the subsequent music manuscripts corresponding to this printed hymnal were likely
products of his influence. The 1746 production of the Ephrata music treatise could
therefore be a distillation of Blum’s ideas, transmitted by the sisters to Beissel, and then
reorganized and reworked to fit within the theological framework of the settlement.
Blum’s likely impact on Ephrata music should not be underestimated. After all, there are
no Ephrata music manuscripts dated before the 1740s.%* In addition, all contemporaneous

mentions of music making at Ephrata were written during the 1740s and after.”’

> Lamech and Miller, 160.

%0 Bach, 21.

%! For the Chronicon’s complete account of this period in Ephrata’s musical life, see
Appendix D, 326-329.

%2 The earliest dated manuscript — a music manuscript for the 1739 Zionitisicher
Weyrauchs Hiigel Type 2 is dated 1744, with the text “Zionitischer Rosen=Garten” and
“Schwester Hanna” (Ephrata Cloister Collection, EC 77.3).

% L. Allen Viehmeyer, “The Bruderlied and the Schwesterlied of the Ephrata Cloister,”
Yearbook of German-American Studies 31 (1996): 122. Also see Appendix G.
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But where did Blum get his ideas? Fortunately, rigorous work by the librarian
Dorothy Duck provides a plausible answer.®* Duck relates that Ludwig Blum’s father,
Johannes Blum, was an organist before his immigration to Pennsylvania in 1728. He was
also literate, and able to lead church services as a “reader” (“vorleser”), according to
various reports.”” Even after arriving in America, Johannes referred to himself as
“organist” on land deeds and in his will.®® This is significant because it indicates that the
older Blum identified himself as a keyboardist, which means that he was a practicing
musician. It is unclear whether Ludwig came to Pennsylvania with his father in 1728.
Nevertheless, records of land deeds locate him near his father, and then in Ephrata in
1738.%7

Duck is unable to confirm any other details about Ludwig Blum, his father, or
either man’s musical experience. However, through analyzing the data, an idea emerges
of Blum learning keyboard technique from his father. During the eighteenth century,
keyboard skill acquisition would have likely included producing harmonies from
unfigured bass accompaniment,®® using procedures of partimento, which, while known
for their origins in Naples, were used throughout Europe by keyboard players, including

those in Austria and Germany.®” There is no reason to assume that Blum would have been

% Dorothy Hampton Duck, “Ludwig Blum, Ephrata’s First Music Teacher,” Historic
Schaefferstown Record 22, nos. 1 and 2 (January—April 1988): 3-30.

 Ibid., 5.

* Tbid.

*’Tbid., 15.

% Giorgio Sanguinetti, “The Realization of Partimenti: An Introduction,” Journal of
Music Theory 51, no. 1 (Spring 2007): 59.

% Sanguinetti, The Art of Partimento: History, Theory, and Practice (Oxford, UK:
Oxford University Press, 2012), viii.
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an exception to this trend. The significance of this hypothesis, particularly as it relates to
the presence of the regle de [’octave in Ephrata, will be discussed later in this chapter.
Modality/Tonality

It is mentioned above that the Ephrata treatise appears to mix modality and
tonality. Although this might be anathema to a modern reader, the combination of the two
seemingly opposing concepts was commonplace in previous centuries. The music theory
historian Joel Lester helps to contextualize this idea when he traces the root of the term
“triad” to the early seventeenth-century writer Johannes Lippius (1585-1612), a musician
and theologian active in the Lutheran movement. Lippius, along with three other German
theorists of the late Renaissance — Joachim Burmeister (1564—1629), Otto Siegfried
Harnisch (1568-1623), and Johann Magirus (1559-1609) — discuss the issue of the triad,
its inversions, and its major and minor positions. Lester explains that Lippius’ work in
particular was far-reaching:

17" and early 18" century theorists were aware of most if not all the

works [of Lippius, Burmeister, Harnish (sic), and Magirus]. Lippius’

theories were the model for the works of Johannes Criiger (1598-1662)

and were influential on German theory up to the end of the 17" century.

His term trias harmonica evolved into the standard term for the triad in

several languages...”

Not only did Lippius introduce the term “triad,” he also “recognized all

inversional relationships between intervals [...], suggested that music be composed from

the bass, not the tenor, [...] differentiated the modes by the major and minor tonic triad,

7 Joel Lester, “Root-Position and Inverted Triads in Theory Around 1600,” Journal of
the American Musicological Society 27, no. 1 (Spring 1974): 119.
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[and] he replaced the study of counterpoint with a study of harmony based on the triad.””’
Moreover, Lippius’ theories

represent a thorough transformation of the meaning of mode. The modes
are no longer primarily octave species differentiated by semitone
placement... Their ambitus is not made up of species of fourths and fifths,
but from the triad extended to the octave. And although Lippius does
accept six authentic modes, there are for him only two types of modes:’*

major and minor. What is more,

Lippius’ conception of mode is harmonic, whereas the traditional theory
of mode as octave species is basically a melodic theory. The total interval
content is the same in all the diatonic octave species. But all these
intervals stand in a different relationship to the scale degrees in each
traditional mode, generating different melodic possibilities in each.”

After establishing Lippius’ influence, Lester then probes his theories, seeking out
how exactly they were influential on the musical life of German speaking lands. He
points out that

the musical situation in Germany played its part in the continuation of a

modal tradition. The chorale played a vital role in the musical life of

Protestant Germany. In contrast to the use of modal plainchant in the

Catholic countries, the chorales were not a body of centuries-old music

largely divorced from modern repertories. Thus, whereas in France and

Italy works appeared between 1610 and 1614 definitively separating the

theoretical systems of ancient sacred music from contemporary music, no

such development was possible in Germany.”*

In other words, the Protestant chorale alongside more traditionally Catholic polyphonic

music helped to preserve modality, while at the same time allowing elements of tonality

to develop simultaneously.

! Lester, “Major-Minor Concepts and Modal Theory in Germany: 1592—1680,” Journal
of the American Musicological Society 30, no. 2 (Summer 1977): 223.

" Tbid., 227.

7 Tbid.

™ 1bid., 229.
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After his death, Lippius’ theories were made prominent mainly through the
writings of Criiger, who, ironically, was firmly entrenched in modal thinking. According
to Lester, Lippius’ theories represent ideas ahead of their time, particularly when
measured against Criiger, his intellectual heir. Whereas Lippius promoted the idea of
mode as generated first from triads in major and minor before their octave species,
Criiger reversed this approach. As other theorists including Gioseffo Zarlino (1517—
1590), Heinrich Glareanus (1488—1563), and Sethus Calvisius (1556—1615) had
previously written, Criiger posits that modes are created by octave species (seven types),
and then next divided in 2 classes (major and minor).”” Of the aforementioned theorists, it
was Glareanus whose work was most influential in spreading this idea of octave species
determining modes (see Figure 3.19). His treatise was widely disseminated and likely had
a great sway over Criiger and his peers. It should be noted that Criiger also creates the
interval of a sixth by adding a half or whole step to a fifth. This stands in contrast to the

forward-looking Lippius’® who argued that the sixth is an inversion of a third.”’

" Ibid., 230-231.

7® 1t should be noted that Lippius proposed this idea of inversional relationships of
intervals well before René Descartes (1596—1650).

77 Lester, “Major-Minor Concepts,” 231.
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Figure 3.19: Visualization of various modes in Glareanus’ Dodecachordon.”

It is unlikely that Beissel, Blum, or any of the Ephratensians knew of Lippius, or
perhaps any of the other German music theorists discussed in this paper. However, it is a
given that they all had experience with the chorale and homophonic hymnody, whether
Lutheran or Calvinist in its variety. And so, the idea of the genre of the chorale as a

mechanism preserving modality alongside tonality is reasonable in reference to Ephrata

" Heinrich Glareanus, Dodecachordon (Basel: Heinrich Petri, 1547), 71.
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hymnody and Beissel’s writing. Exposure to the chorale genre would elucidate how a
settlement of mostly untrained musicians in the woods of Pennsylvania developed a
system that exists in both modality and tonality.

Lester offers another idea that explains, in part, the Ephrata division of modes. He
surmises that,

German theorists at the end of the 17th century approached the major and

minor keys from two distinctly different directions. Some discussed the

traditional modes and their gradual evolution into major and minor keys,

continuing a trend begun so tentatively by Zarlino in 1558. Others merely

listed the keys in use by their tonic triads, sometimes without explicitly

mentioning the major-minor differentiation, in a tradition deriving from

many sources, both German and foreign.”
The writings of Andreas Werckmeister (1645—1706) — a prominent German theorist,
organist, and composer — represent the culmination of this first group. The second group
ultimately achieves fruition in the works of Johann David Heinichen (1683—1729) and
Johann Mattheson (1681-1764), who identify keys by their triadic categorization and, in
many cases, their key signatures. But before Mattheson, other theorists along the same
trajectory explored similar ideas. Georg Falck (1630-1689), a theorist who is known
most for his discussion of vocal ornaments, is included in this group. He produced a

singing manual in 1688 (Idea boni cantoris) in which eight keys are listed. Lester distills

these keys from Falck’s work and presents them as follows:®'

7 Lester, “The Recognition of Major and Minor Keys in German Theory: 1680—
1730,” Journal of Music Theory 22, no. 1 (1978): 66.

80 George J. Buelow, “Georg Falck,” Grove Music Online, Oxford Music Online,
accessed September 20, 2017, ed. Deane L. Root, http://www.grovemusic.com.
8! Lester, “The Recognition of Major and Minor Keys,” 75.



146

According to A dur by the major third a c-sharp e
According to B-flat by the major third b-flatd £
According to B by the minor third b d f-sharp
According to C moll by the same ce-flatg
According to E-flat by the major third e-flat g b-flat
According to E by the same e g-sharp b
According to F by the minor third fa-flatc

According to F-sharp by the minor third f-sharp a c-s
Although the selection is different, this organizational structure is not so far removed
from the list of Ephrata’s eleven modes:

The mode of C

The mode of A

The mode of G in which you have B-flat

The mode of G in which you have B-natural and F-sharp

The mode of B-flat

The mode of F

The mode in which you make E-flat, B-flat, and A-flat

The mode of C in which you make A-flat and E-flat

The mode of A in which you make G-sharp and C-sharp

The mode of D with F-sharp and C-sharp

The mode of D with F-natural
Although Ephrata’s modes are not organized in triads by label, they are presented in a
manner that gives specific instructions for the flattening and/or sharpening of specific
notes within the mode. In addition, they are sorted into triadic categories through the
system of masters/lords and servants. In both situations (Falck and Ephrata), the mode is
named by a specific note: the final, upon which the tonic triad is created. Furthermore,
neither system describes modes as major or minor. One can view the Ephrata treatise as

related to Falck’s treatise, in that both approach the creation of mode using similar

qualifications.
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Doubling and Triadic Inversion

Throughout all of the Ephrata modal charts, the soprano, alto, and tenor parts
never double one another, whether at unison or an octave. They consistently form triads,
leaving the role of doubling for the bass part. Furthermore, the bass never doubles the
soprano; it only doubles the alto and tenor parts. This is the case in “Der 4 Stimmen ABC”
as well (see Figure 3.25, below, and Appendix B).

Doubling is a topic of discussion in many eighteenth-century music theory
treatises. For example, in his 1722 Treatise on Harmony, Jean-Philippe Rameau (1683—
1764) examines the octave, explaining that it is a necessary and important doubling tool.

Without it, the perfect chord [the triad] and its derivatives [the inversions
of the triad] will always subsist, but with it, they become more brilliant,
for natural and imperfect chords are then heard simultaneously. In four-
part pieces we cannot dispense with it, and in five-part pieces it
harmonizes perfectly with the sounds of the fundamental seventh chord. In
short, it may always be added to chords containing only one minor
dissonance. Its progression, which should be diatonic in the upper parts,
easily conforms to the rules. In addition, it determines the modulation, as
we shall see later.”

Perhaps more crudely, Beissel also states the logical necessity of the octave in doubling:

“there cannot be more than 3 letters that make up the 4 voices, since the fourth voice is

always separated by the octave.”™

Rameau also adds conditions for the doubling of certain voices in a given chord:

It is preferable to place the octave of the third in [i.e., within] the chord
rather than the octave of the bass. This is because the third implies the true
fundamental sound, whose replicate cannot be displeasing. In a sequence
of perfect harmony, on the other hand, the octave of the third, if preferred
to that of the fundamental sound, will be defective.™*

82 Jean-Philippe Rameau, Treatise on Harmony, trans. Philip Gossett (New York: Dover
Publications, Inc., 1971), 62—63.

53 Appendix A, 297.

84 Rameau, 73.
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In other words, Rameau warns against doubling of the third in the bass because within the
context of a harmonic progression, the chord might be “defective.”

Over a century before Rameau, Lippius prescribed his own rules for doubling of
the triad, stating that,

The best, most perfect, most natural, most simple, most pleasing, most

effective, and most marvelous arrangement of the ‘diffused” and

‘enlarged’ harmonic trinity is that which stems from the most natural

series of ‘radical’ numbers and proportions... [The upper voices] will take

all the three notes of the harmonic triad, namely, the prima [root], ultima

[fifth], and media [third], employing them with a sweet and learned sense

of variety, doubling and repeating the prima of the triad most of all, rarely

the ultima, and very rarely, if at all, the media.®’
In other words, the least preferable doubling for Lippius is that of the third. These ideas
were carried on by several German theorists throughout the seventeenth and eighteenth
centuries, including Johann Alsted (1588—1638) (Census philosophici encyclopedia),
Henricus Baryphonus (1581-1655) (Pleiades musicae), Criiger (Synopsis musica),
Johann Andreas Herbst (1588—1666) (Musica poética), Wolfgang Caspar Printz (1641—
1717) (Phrynis Mitylenaeus), Johann Georg Ahle (1651-1706) (Musicalische Friihlings-,
Sommer-, Herbst-, Winter-Gesprdche, and Werckmeister (Harmonologia).*

Thus, in his approach to doublings, Rameau is concerned with the energy transfer
in music that dominant to tonic progressions create, but Beissel, by contrast, does not

appear to concern himself with horizontal context. And whereas Lippius and subsequent

German theorists are specific in their classification of various notes of the triad and how

% Johannes Lippius, Synopsis of New Music (Synopsis Musicae Novae), trans. Benito V.
Rivera (Colorado Springs: Colorado College Music Press, 1977), 42—43.

% Benito V. Rivera, “The Seventeenth-Century Theory of Triadic Generation and
Invertibility and Its Application in Contemporaneous Rules of Composition,” Music
Theory Spectrum 6 (1984): 65-66.



149

they may be doubled, Beissel is less nuanced. However, Beissel does appear, like Lippius
and Rameau, to favor some doublings above others; he does not explicitly state a
preference, but one does find it in the Ephrata modal charts. As mentioned above, the
bass is the doubling voice in the charts. The bass doubles only the alto and tenor, leaving
the soprano always to sing a separate note. What scale degrees does the bass double?
Beissel’s modal charts provide doubling only for scale degrees 1 and 5 (the prima and
ultima, to borrow Lippius’ terminology) in the masters section of modes. This unstated
hierarchy results in only root-position triads and 6/4 chords. There is one exception: in
certain minor modes (A minor and G minor) scale degree 3 also receives doubling,
producing a 6/3 chord. The other instances of 6/3 chords in the modal charts are in the
servants sections on various sonorities following no given pattern, which are generally
the exception to default root position. Every chord in “Der 4 Stimmen ABC” is in root
position or second inversion, with the bass doubling either the alto or the tenor, and never
the soprano (see Figure 3.25, below).

An unlikely corpus of sources echoes these preferences for certain chordal
inversions over others: partimento manuals, discussed at greater length below.
Sanguinetti identifies the term “Essential Foundations of the Key” in his analysis of
various manuals.®” Much as in the Ephrata prescription for the voicing of the alto, tenor,
and bass parts contingent on a given note in the soprano, the partimento principle “states
that every scale degree [in the bass] has its proper and ‘natural’ chord... these natural
chords are called basi fondamentali del tono (essential foundations of the key). The

chords are [root position] triads (on the first, fourth, and fifth scale degrees) and 6/3

87 Sanguinetti, The Art of Partimento, 117-118.
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chords (on the remaining degrees).”™

As explored above, Ephrata’s system gives a
preference to root and second inversion chords, but the similarity to Sanguinetti’s
description is valid: a hierarchy of preference exists across various organizational
systems that favors certain chord tones and chord inversions over others.
“Relative Key” Relationships

It is mentioned above that Martin, in her dissertation, hypothesizes that the
exercise for remedying flat singing found in the Ephrata treatise and modal charts could
instead be a prescription for modulating between parallel keys. Her rationale for making
this point is to illustrate that Beissel only could figure out how to explain his ideas in a
convoluted way because he “had little knowledge of the rules of harmony, and he was not

%% Although the notion

able to use an instrument in his study of harmony or composition.
of “key” is likely not applicable to Ephrata’s world of modality, Martin’s point about the
lack of an instrument (specifically a keyboard) at Ephrata is a valid one. Much as the
tenor-led modal system was usurped by the ascendancy of keyboard-dominant composers
over the course of the seventeenth century and their subsequent bass-led proto-tonal
system, the Ephrata system, by excluding keyboard, reverts to a situation in which a bass-
led system is not required. Thus, it was not that Beissel “had little knowledge of the rules
of harmony,” but rather that his system did not relate to the coterminous Baroque context.
Martin’s analysis of a specific hymn setting from music manuscripts for the 1747

Turtel=Taube reveals the presentist nature of her approach, and also creates an opening

for inquiry from a historicist perspective. She notices a modulation in the hymn “Jesus,

88 Ibid.
% Martin, 310.
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Hirte meiner Seel,” from A minor to C major. (see Figure 3.20 and 3.21 for the original
manuscript and this study’s transcription of it). She points to the beginning of measure 5
as the place where modulation takes place:

...the first note in the melodic line (C) in measure five would be

harmonized according to Beissel’s system in the tonic A-C-E chord in A

minor if the hymn did not modulate. (Notes in the tonic chord appearing in

the melody are never harmonized in non-tonic harmonies.) Therefore, a C

in the soprano line in the key of A minor would never be harmonized as

C-E-G at the beginning of measure 5.”'
Martin is applying Beissel’s rules of masters and servants to the beginning of measure 5

and calling it a modulation of key. Clearly, she is correct to note that something has been

altered. A lexical revision of her description is that the mode has shifted, from the mode

of A to the mode of C.
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Figure 3.20: “Jesus Hirte meiner Seel” from music manuscript for the 1747 Turtel=Taube
Type 1, Chicago History Museum, MSS AlphaV: Ephrata, p. 39.

Martin continues with a discussion of the G-sharp in measure 6 in the tenor part.
As one sees in the original score, the tenor line contains a modal key signature: one G-
sharp (see Figure 3.20). Similar key signatures in the tenor part are found throughout
Ephrata music, and almost always altering scale degree 7 of minor modes. Martin

explains that

% The copy that Martin used (LC M 2116.E6 1747B) was unavailable during research for
this study due to its poor condition. Fortunately, other settings contain the same music.
This version is from Chicago History Museum, MSS AlphaV: Ephrata, a music
manuscript for the 1747 Turtel=Taube Type 1, page 39.

’! Martin, 203.
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the sharp on the final G in measure 6 of the tenor line is evidence also that

Beissel intended a change of key, for the G-sharp is already indicated in

the key signature. The sharp is necessary only if a change of key had been

intended, to make certain that the singer adheres to the accidental in the

key signature at a place where he would not have normally done so. Thus,

the deliberate retention of the G-sharp at the end of measure 6 in the tenor

line is not indicative of the continuance of the minor key, but merely an

example of the composer’s frequent liking for the augmented chord, and

the briefness of the modulation does not preclude its analysis as such, for

the Ephrata manner of composition does not lend itself in all ways to

analysis by traditional rules.”
There is a significant amount of verbiage to unpack and translate in the above. First,
Martin concludes that the G-sharp is only necessary “if a change of key had been
intended,” which she asserts is indeed the case. In a tonal construct, it is unclear what
type of key change Martin is suggesting. It seems that she is asserting that the G-sharp, as
part of an E major triad, would produce a dominant chord leading to A minor. Her
argument that the G-sharp is “an example of the composer’s frequent liking for the
augmented chord” is quizzical, especially when one considers the voicing rules laid out in
both the treatise and the modal charts, none of which advocate for non-triadic constructs.
Beissel’s vocabulary does not encompass any terms for “augmentation,” and to argue that

“the composer” preferred augmented chords would characterize Ephrata music

inaccurately.

2 Ibid.
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Jesus, Hirte meiner Seel
Source: Chicago History Museum MSS Alpha V: Ephrata,
Music Manuscript for 1747 Turtel=Taube Type 1, page 39.
Text by Conrad Beissel
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Figure 3.21: Transcription of “Jesus, Hirte meiner Seel” from Chicago History Museum,
MSS AlphaV: Ephrata, a music manuscript for the 1747 Turtel=Taube Type 1, page 39.

In the transcription, G-natural is included in the tenor in measure 6 as ficta within
parentheses. The purpose of this notation is to indicate that although the modal key
signature calls for a G-sharp, it was likely intended for the Ephrata singer to sing a G-
natural. The rationale for this is twofold. First, Ephrata music does not employ natural
signs, and flat signs would not have been applied to the note G; they would only pertain
to notes that would habitually receive it, such as B, E, or A. At Ephrata there was no
accepted means by which a composer could indicate a natural pitch value once a sharp
had been established. Second, as Martin suggests, there is indeed a shift from one mode
to another. The application of voicing during measures 5 and 6 reflects the rules for
masters and servants within the mode of C, after which the mode of A returns in measure

7. Ephrata composers and singers might have been cognizant of this modal shift, and
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could have understood that G, not G-sharp, was the accepted application within that
mode. Indeed, within the mode of A minor, the G-sharp appears in the tenor only when
the soprano is given a B, reflecting the rules in the modal charts (see Figure 3.7 and
Appendix B modal charts). This G-sharp reinforces the mode of A in that it serves as a
leading tone to scale degree 1. In the mode of C, the G-natural is applied in the tenor
when the soprano is given an E.

Although Martin approaches Ephrata music through the lens of functional
harmony, she does not make the predictable observation that “Jesus, Hirte meiner Seel”
modulates between keys that have a relative major-minor relationship. In tonal terms, C
major and A minor are considered to be “relative” keys because they share a key
signature. In modal terms, it is not suitable to establish a bond of relativity. However, the
fact that the modes within this hymn change, and that they change between the two
modes that share common notes on the scale, is significant. It reveals that a sort of tonal
relationship between major and minor existed at Ephrata, and that its manipulation was
implicitly understood.

The following table (see Table 3.19) presents Ephrata modes and their “relative
keys.” Modes are included in the order they are presented in the modal charts. Where a

mode is not included in Ephrata theory, the box is left blank.
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Ephrata Mode “Relative Key”
Mode of C major Mode of A Minor
Mode of A minor Mode of C major
Mode of G minor Mode of B-flat major
Mode of G major

Mode of B-flat major Mode of G minor

Mode of F major Mode of D minor

Mode of E-flat major Mode of C minor

Mode of C minor Mode of E-flat major

Mode of A major

Mode of D major

Mode of D minor

Mode of F major

Table 3.19: Ephrata modes and their potential “relative keys.”
What is revealed through this table is that there is no “relative minor” for the modes of G
major (E minor), A major (F-sharp minor) and D major (B minor).

As discussed above, Ephrata does not conform to the traditional conception of
modes as species of orders of whole-steps and half-steps in a scale. Rather, Ephrata
modes are characterized by their major and minor categories as they relate to the first
scale degree. The default for any modal organization is a situation in which there are no
accidentals other than B-flat (as in the mode of C, the mode of A, and the mode of B-
flat). All other modes require a description in order to indicate their variety (example: the
mode of G in which you have a B-natural and an F-sharp). Why does the mode of E
minor not exist in Ephrata theory? Presumably the description would not have made
sense: “the mode of E in which you have an F-sharp” might have been too unusual a

proposition. Likewise, F-sharp minor (“the mode of F-sharp in which you have a C-sharp
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and a G-sharp”) and B minor (“the mode of H in which you have an F-sharp and a C-
sharp”) might have appeared to be lexically awkward or unfeasible. Indeed, E and H (B-
natural) are never listed as independent within the Ephrata system. They appear only to
exist in relation to other notes possessing greater gravitational pull.

Two of the Ephrata modes that translate into modern relative keys are established
by the treatise as corresponding to one another. These are the B-flat modes, which Beissel
lumps together as the mode in which the masters are B-flat, D and F, and the mode in
which the masters are G, B-flat, and D.” Just as in “Jesus, Hirte meiner Seel,” the
relationship of two modes is established. Had Beissel extended the text of the treatise, he
might have written a similar discussion of the E-flat modes, or the F modes. However,
given that in German B-flat is written as “B,” perhaps B’s special position as a pivot in
relative mode relationships would have remained restricted.

Régle de ’octave

In 1992, the music theory historian Thomas Christensen produced an influential
study on the régle de I’octave,” or “rule of the octave,” an eighteenth-century
pedagogical tool used in keyboard performance and composition. This tool consists of a
diatonic scale in the bass played by the left hand, with corresponding voicing given for
the right hand, almost always in chords with three notes (see Figure 3.39). The purpose of
this tool is to show “that each scale degree can be associated with a unique harmony, one

995

which reciprocally defines that scale degree,””” and to give composers and keyboardists a

quick tool “to find an idiomatic harmonization of a simple diatonic bass line. By learning

> Appendix A, 300-301.
** Thomas Christensen, “The ‘Régle de [’Octave’ in Thorough-Bass Theory and
Practice,” Acta Musicologica 64, no. 2 (July-December 1992): 91-117.
95 .
Ibid., 91.
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the regle de [’octave in all 24 major and minor keys, the student had a handy rule-of-
thumb for harmonizing most any bass progression that moved by step.””®

As Christensen explains, the régle de ['octave was nearly ubiquitous in
composition and keyboard treatises in the eighteenth century. It represents a coalescence
of seventeenth-century thoroughbass theory,”” and found its accepted standard form in the

French composer Frangois Campion’s 1716 Traité d’Accompagnement’™ (see Figure 3.22

and Figure 3.23).
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Figure 3.22: Excerpt of régle de I'octave of Frangois Campion.””

** Ibid., 92.

’71bid., 96.

%8 Frangois Campion, Traité d accompagnement et de composition selon la régle des
octaves de musique (Paris: G. Adam, 1716).

?Ibid., 3.
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Figure 3.23: Transcription of Campion’s régle de I’octave C major.'”
Although rules for voicing various chords vary among Campion’s champions and
detractors,'*' several constants emerge regarding the rationale and application of the régle
de l’octave:

1) The regle de l’octave is led from the bass and presents an ascending and
descending scale with applied voicing.

2) Scale degrees correspond to specific harmonies.

3) The application of harmony for regle de [’octave can vary if a scale is
ascending or descending.'®?

4) The régle de I’octave ultimately is a tool that codifies harmonic function.'”

5) The regle de [’octave will usually explore a host of keys, if not all 24, major
and minor.

An analysis of Ephrata’s régle de [’octave (see Figure 3.24 and Figure 3.25 for the

manuscript version and transcription of Ephrata’s regle de ’octave) yields that it only

199 Christensen, “The ‘Regle de I’Octave’,” 91.

1 bid., 102.

192y Arlettaz, J.-M. Belvisi, M. [. Guimardes, N. S. Lee, and N. Meeus, “Les régles des
sixtes: un moment du développement de la théorie tonale au XVII® siécle,” Musurgia 3,
no. 2 (1996): 68.

103 Ludwig Holtmeier, “Heinichen, Rameau, and the Italian Thoroughbass Tradition:
Concepts of Tonality and Chord in the Rule of the Octave,” Journal of Music Theory 51,
no. 1 (Spring 2007): 11.
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conforms to half of the first point. It is not led from the bass, but rather from the soprano.
However, it does present applied voicing for each tone in the soprano, and it is both
ascending and descending. In fact, the Ephrata régle extends a fifth beyond the octave,
perhaps to outline the standard ambitus of the soprano voice. Ephrata theory agrees
completely with the second point: the scale degrees presented do correspond to specific
harmonies. This is the case not only within the régle, but also in the modal charts
preceding it. Ephrata’s régle does not correspond to the third point: its régle is entirely
symmetrical, whereas the regles of Campion and others vary according to ascending or
descending direction. Ephrata’s régle also does not correspond to the fourth point:
harmonic function is not considered in the Ephrata music treatise, and although various
chords within the régle correspond to modern harmonies — and mostly correspond to
Campion’s patterns as well — it would be inaccurate to consider Ephrata’s modal music
theory within the bounds of harmony or tonality. And finally, Ephrata’s régle does not at
all correspond to the fifth point: only one régle is presented — that of the mode of C
major. It would be extremely interesting had Beissel and his colleagues applied “Der 4
Stimmen ABC” to modes other than C major. This might have tested the Ephrata system
further, and caused a need for further development of this unorthodox application of a

common pedagogical tool.



Figure 3.24: Ephrata regle de [’octave (“Der 4 Stimmen ABC”) from music manuscript
for 1739 Zionitischer Weyrauchs Hiigel Type 1, Winterthur, Col. 318, 65 x 554.
Courtesy, the Winterthur Library: Joseph Downs Collection of Manuscripts and Printed

Ephemera.
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Figure 3.25: Transcription of Ephrata régle de I'octave.'"*

In the context of its ubiquity in theoretical treatises during the eighteenth century,
the presence of the regle de I’octave in the Ephrata modal charts should come as no
surprise. However, its interpretation — led by the soprano — is eccentric and unique.
Sanguinetti’s thorough research reveals only one other example in the history of music
theory of a soprano-led régle de [’octave, that of the partimento treatise writer Nicola
Sala (1713—1801) of Naples. In this case, Sala presents a scale in the bass with applied
chords in the upper voices. He then upends the construct so that the scale is found in the
top voice, with the lower three voices following rules of invertible counterpoint (see

b (13

Figure 3.26). As Sanguinetti explains, Sala’s “scale in the top voice does not have any

104 See Appendix B for full context and critical editorial notes.
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direct connection to partimento practice; it does, however, establish some models of
invertible counterpoint that are widely used as bases for motives in imitation.”'’” The
difference between Sala and Ephrata is distinct. Although Sala presents his soprano regle
de l’octave as derived from inverting the bass, Ephrata’s regle de [’octave is forged
originally and only from the top voice. In addition, Sala’s example is essentially a novelty
that leads to imitation technique, and no discernable pattern of voicing emerges from it.
Ephrata’s example, which is only in the mode of C major, is presented as a compositional

necessity upon which voicing should be modeled.
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Figure 3.26: Invertible régle de I’octave of Nicola Sala.'”
Given the unconventionality of Ephrata’s régle de [’octave, one might expect the

voicings derived from it to deviate significantly from other models. This, in fact, is not

195 Sanguinetti, The Art of Partimento, 117.
1% Nicola Sala, Regole del contrappunto pratico, vol. 1 (Naples: Stamperia reale, 1794),
4.
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the case. When applying modern harmonic analysis to the Ephrata regle de [’octave, the

following progression is revealed (Figure 3.27):

¢c \[D|E|F|G|]A |B |C |D|E|F|G|F|E|D|C (B |A |G |F|E|D|C

A VAR I8 S TR I G ISR IR VAR CA N I VAR S S ST 16 G TR I G A VAR B A IRVACa N IS TR S O TR I R A VAR B

Figure 3.27: Ephrata regle de [’octave analyzed harmonically. The soprano note is in the
top row, and the chord produced is in the second row.

A parallel analysis of Campion’s regle de [’octave reveals the following (Figure 3.28):

5 6/3 6/5/3 6/3 ++6/4/3 4/2 6/3 6/4/3
I [V i v [ 1IvP v I |V i vV |V [ \Ys I

C D E F G A B C B A G F E D C

Figure 3.28: Campion’s regle de [’octave analyzed harmonically. The bass note is in the
bottom row, and the chord produced is in the top row.

Here is a comparative chart for the ascending scale harmonies (Figure 3.29):

C |D E |F G A B C

Ephrata |I°¢ |V | S TR I U TR VA B

Campion |1 VOB 183 |85 [y [ Tves | ves |

Figure 3.29: Harmonic comparison between Ephrata’s and Campion’s regles de [’octave.
The result yields a surprising similarity between the two. In tonal terms, all but one of the
harmonies is different, although the inversions diverge throughout. The only harmonic
difference is found with scale degree 6, under which Ephrata calls for a ii chord, and
Campion prescribes a IV chord. In addition, although Ephrata’s system only employs
triads, Campion (and the majority of other theorists discussing the régle de [ 'octave) uses
seventh chords.

The fact that Ephrata’s régle de ['octave mimics the harmonies in Campion’s
system elicits a few theories as to why it made its way into Beissel’s framework. The first
is that Blum, the son of a keyboard player, and possibly a keyboard player himself (as

proposed above), brought the idea of the régle de /’octave to Ephrata. This is likely, for
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as Christensen established, the regle was a commonplace pedagogical tool used
throughout Europe. It is logical to surmise that it made its way to various colonies as
well. Though there was no keyboard instrument at Ephrata, Blum would have needed
some sort of framework to instruct the sisters how to compose. A list of proper harmonies
and a demonstration of the rudiments of voicing (to wit, the regle de [’octave) would
have been a likely tool. In the six years between Blum’s firing (1740) and the publication
of the treatise (1746), Beissel would have been able to experiment with the construct and
invert it. As previously stated, Beissel was likely not concerned with or aware of tonal
function. However, he would not have wished to change Blum’s prescriptions
significantly — he only would seek to situate them within his framework of masters/lords
and servants. Thus Campion’s scale degree 6 producing a IV chord would be adjusted; a
triad including the notes A, C, and F (IV®?) — a mixture of masters and servants in the
mode of C major — would be shifted down by one third, to contain the notes F, A, and D
— only servants.

Although this theory helps to explain the presence of the régle de I’octave in the
Ephrata system, it does not account for its position in the soprano voice. A rationale for
this is that the entire Ephrata musical worldview is derived from the soprano line. The
treatise consistently explains the voicing for the alto, tenor, and bass in relation to a given
note in the soprano (the “Choral”). In other words, just as Renaissance compositional
systems codified by Zarlino are contingent on the tenor’s primacy, and just as Baroque
theorists as early as Lippius and Caccini shifted leadership to the bass, Ephrata’s system
placed the soprano in the ascendant harmonic position. The reasons for this are as

follows. First, Beissel and his community wrote the texts for hymns and then set select
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hymns to melodies that they composed. These melodies were to be sung by the soprano,
as is the practice in common hymnody. Next, because there was no accompanimental
instrument at Ephrata, there was no need for a system of thoroughbass or any other
construct to justify the soprano melody and its place within a functional harmonic
structure. The bass and other voices were not there to support the soprano with
burgeoning functional harmony — they were there to serve the soprano with limited
triadic sonority. Thus, in Ephrata’s framework, a bass-led régle de ['octave would not
make sense. Beissel likely saw pedagogical use for the régle but needed to shift it into the
soprano so that it would conform to his system.

An additional theological rationale might explain the dominance of the soprano
part in Ephrata music theory. Beissel’s religious writings focus a great deal on the two
Falls of man, mentioned above. In his Dissertation on Man’s Fall, he discusses Sophia,
whom he sees as the feminine aspect of God. In Beissel’s construct, Sophia holds a
position nearly as important as Christ. “Sophia acts decisively at every turn of Beissel’s
concepts of God, creation, and redemption.”'”” Given this emphasis on Sophia, and
taking into account the music treatise’s focus on the “considerable sinking and falling of
song”'® in contrast to “wisdom from on high,”'® it would be reasonable to conclude that
Beissel’s preference was for higher (and feminine) vocal tones. This theological angle
would help to explain the treatise’s almost obsessive preoccupation with sagging pitch. It

would also help to explain why the highest voice would be the one that determines the

positions of the lower voices.

7 Bach, 103.
1% Appendix A, 290.
1% Tbid.
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A Manual of Composition for All

It might be possible that Ludwig Blum, or even Beissel, had access to some of the
practical music learning handbooks used in German-speaking Lateinschulen throughout
the seventeenth and eighteenth centuries. Criiger wrote one such work, in which some of
Lippius’ ideas are discussed. By and large, these handbooks are more backward-looking
than Lippius, and contain familiar sixteenth-century theoretical concepts including
solmization and modal principles. Lester effectively argues:

Since texts for general educational purposes often present the lowest

common denominator of accepted musical pedagogy, these works are,

virtually without exception, rather conservative in their treatment of mode.

It is precisely for this reason that they are important to the present study.

Well into the eighteenth century, the premise that the quality of the tonic

triad should be the principal differentiating factor between modes was

highly controversial in Germany.' '

The Ephrata treatise is by no means as intricate as any of the handbooks that
Lester discusses in his writings. However, it can be neatly situated in the handbook genre,
particularly because of its instructional nature, its concern with the success of pupils in
both composition and singing, and its ambivalent treatment of mode, as a seeming
combination of major-minor organizational schemes. The Ephrata treatise is thus
explained with more clarity when it is situated in this trajectory.

In some ways, Ephrata’s treatise also bears a resemblance with a widely
circulated and popular English musical publication from 75 years earlier: Thomas

Campion’s The Art of Descant.''' Campion (not to be confused with Frangois Campion)

develops a simple system for four-part music by which anyone can harmonize the

110
111

Lester, “Major-Minor Concepts,” 235.
Thomas Campion, The Art of Descant: Or, Composing of Musick in Parts (London:
John Playford, 1671).
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soprano, alto, and tenor, so long as the bass moves by certain intervals. He breaks his
system down into a basic matrix that provides rules for how to move from note to note
corresponding to interval relationships with the bass.''> Campion’s matrix applies to any
key, provided the bass moves in a predictable and rule-bound fashion. The result is a
mathematical system of cause and effect: if the bass does X, then the other parts fill in
with Y. Whereas Campion’s system is derived from the bass, it bears resemblance to
Ephrata theory. Both organization schemes are essentially “how-to” techniques. In
Ephrata’s music, if a certain note is in the soprano, then the other voices are notated
according to a prescribed list of rules. The significant difference here is that whereas
Campion’s system considers a horizontal framework from one chord to the next,
Ephrata’s is only concerned with the individual situation of chords — not how they relate
in a context.

Campion’s treatise is a literary descendant of a prior English work, Thomas
Morley’s 1596 Plain & Easy Introduction to Practical Music,'" intended as a manual for

114 Much more intricate than

the everyman, and written for the “benefit of my country.
Campion’s panacea for the challenges of composition, Morley intends his lengthy
handbook to be used by all so that everyone might compose music. In this vein, the

Ephrata treatise resembles both Morley and Campion, in that it imagines democratic and

universal involvement in music creation.

112 .
Ibid., 4-8.
'3 Thomas Morley, 4 Plain & Easy Introduction to Practical Music (New York: W. W.
Norton & Company, Inc., 1973).
" Ibid., 5.
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Other Possible Influences

After Beissel’s arrival in Pennsylvania in 1720, he attempted to join a mystical
sect known as “The Woman in the Wilderness” situated near Germantown. The sect was
led by Johannes Kelpius (1673—1708) until his death, and produced its own corpus of
hymnody. Kelpius, in fact, introduced the genre of the German-language hymn to
Pennsylvania around the year 1700. ' By the time Beissel made his way to America,
The “Woman in the Wilderness” sect had disbanded. Beissel had been drawn to Kelpius
because he had heard news of him in Germany and was attracted to his innovations in the
genre of hymnody (albeit that Beissel’s interest was likely more related to text than to
music at this point).''® Kelpius’ community left a music book, which is currently housed
at the HSP,''” and it represents the first extant compositions in the British Colonies. It is
probable that Beissel intended to carry on or emulate Kelpius’ work in hymnody in his
own settlement.

Although Kelpius was influential in terms of the zeitgeist of original composition
at Ephrata, it is likely the Moravians and the Mennonites had a more specific influence on
Beissel and his development of a musical and theoretical system. In many ways, Ephrata
developed in opposition to the Moravians and Mennonites. Both were larger and more
influential German-speaking religious groups in colonial Pennsylvania, and both carried

with them a tradition of hymnody, and, in the case of the Moravians, polyphony.

13 patrick M. Erben, 4 Harmony of the Spirits: Translation and the Language of

Community in Early Pennsylvania (Chapel Hill, NC: The University of North Carolina
Press, 2012), 216.

"0 Ibid., 217.

"7 HSP, Cassel Collection, Document 27.
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The correspondence between Beissel and the Moravian leader Count Nicolaus
von Zinzendorf (1700-1760) is well documented. It reveals the economic, political, and
cultural struggle between two quite different German-language settlements: Ephrata in
Lancaster County, and Bethlehem in Northampton County. In 1741, Zinzendorf tried to
bring all the German-speaking Protestant groups in Pennsylvania together into a united
synod. Proposals were introduced, including a call for a universal statement of faith led
by Moravian doctrine. Beissel rejected these proposals on theological grounds.''® Claire
Taylor Jones asserts that the result of the attempted unification by Zinzendorf led to a
drive to differentiate Ephrata even more from other Pennsylvania German religious
communities, particularly the Moravians.''” This individuation created a “radical change

in [Ephrata’s] self-representation to those outside its walls.”'*

Jones suggests that
Zinzendorf’s proposal caused a turbulence that engendered experimentation in Ephrata
hymnody, ultimately resulting in the 1747 printing of Das Gesdng der einsamen und
verlassenen Turtel=Taube. Indeed, Ephrata produced no new text hymnals between the
years 1739 (Sauer’s printing of Zionitischer Weyrauchs Hiigel) and 1747"' (though
music manuscript hymnals were certainly created during this eight-year span).

Although Jones focuses solely on the printed hymnals, it follows that it was not
only hymn text writing but also the music that changed as a result of the disagreement
with Zinzendorf. Compared to the vocal homophony that developed at Ephrata, Moravian

music was in line with contemporaneous European practice, employing instruments and

serving both religious and non-religious functions. From a theoretical perspective,

18 Jones, 336.
9 Ibid., 339.
120 1hid.

21 bid., 341.
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Moravian musical practice aligned with Enlightenment values,'** and as such, derived
from the bass, stressed the importance of textual understanding, and was more tonal than
modal in its characteristic. Beissel, a visitor to Moravian settlements throughout the
1730s and early 1740s,'* doubtless experienced Moravian music, and because of his
disagreements with Zinzendorf and his desire to make Ephrata distinctive, eschewed its
practices, particularly the use of instruments (The Ephrata music treatise favors human

voices as the only instrument able to approximate the sounds of angels'**

), and extra-
liturgical performance. The need to stand apart from other German communities likely
resulted in a requirement for a divinely justified theoretical system, hence resulting in the
Ephrata music treatise. It also led to the production of hymnals and music manuscripts as
a highly valued activity.'** In this framework, the mystical descriptions of Beissel’s
reception of music theory ideas are contextualized. When Peter Miller writes to Benjamin
Franklin and explains that Beissel “suspended his considering Faculty, and putting his
Spirit on the Pen, followed its Dictates strictly, also were all the Melodies flown from the
Mystery of Singing, that was opened within him,”'*® he provides religious and political
justification for a music theory system that served the community and differentiated itself
from its competing neighbors.

In addition to their familiarity with the Moravians, Ephrata’s writers and printers

were intimately acquainted with Mennonite theology as well. The reason for this was

'22 Ewald V. Nolte, “Early Moravian Music in America,” Journal of Church Music 8
(April 1966), reprinted in The Choral Journal 8, no. 2 (November—December 1967): 11.
2% Alderfer, 62-63.

2% Appendix A, 284-286.

> Erben, 197.

126 See Appendix E. The idea that Miller is relating to Franklin is that Beissel’s ideas
were inspired as a result of allowing divine thought to intervene and disrupt human
cognition.
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because they printed several Mennonite books over the course of the 1740s, including
Giildene Aepffel in Silbern Schalen, Ernsthafte Christenpflicht, and Martyrer-Spiegel.'*’
Unlike the Moravians, the Mennonites did not possess an autochthonous corpus of
liturgical music. Until 1803, Mennonites in Pennsylvania used the Lutheran, Reformed,
and Brethren hymnals for worship.'*® Beissel was likely to have recognized this lacuna in
Mennonite practice, and might have viewed Ephrata’s hymnal production with
contrasting satisfaction. The development of a musical system with which to set hymns
would have further served to differentiate Ephrata from the Mennonites, Ephrata’s most

significant printing client.'”

Thus, although it is unlikely that any specific musical ideas
were imparted from the Moravians or Mennonites to Beissel, it is reasonable to assert that
the development of his music theory system was encouraged by his drive for Ephrata’s
individuation.
Conclusion

The Ephrata music treatise, although one of the first of its kind in America, is not

a prototype of innovation. For all its uniqueness and self-announced novelty, it represents

a simplification and adaptation of concurrent and previous European theory. For

*"Bach, 29.

128 Suzanne Gross and Wesley Berg, “Singing it ‘Our Way’: Pennsylvania-German
Mennonite Notenbiichlein (1780—1835),” American Music 19, no. 2 (Summer 2001): 191.
"2 In the late eighteenth century, Mennonites of the Franconia Conference (east of
Ephrata) developed their own music books to correspond to hymn text collections. The
apparent purposes of these hymnals were to encourage literacy, develop music notation
skills, and to record an existent oral musical tradition. An added feature of the
manuscripts was often a musical chart at the beginning of each one, outlining the
rudiments of notation. (See Gross and Berg, “Singing it ‘Our Way’,” 194.) The
description of contents bears striking resemblance to Ephrata music manuscripts, and
suggests that Mennonite influence on Ephrata was not a one-way proposition, but likely a
context of cross-fertilization of ideas.
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historians of music theory, its situation is certainly unusual, and it deserves to be
considered more deeply because of its context.

Imagine that today a small group of people is shipwrecked on a primitive island.
Rather than assimilate with the local population — a previously shipwrecked group who is
now prosperous because they managed to salvage several bicycles, which they ride to
hunt animals more effectively — the newly shipwrecked group claims its own separate
territory and remains mostly unbothered. The new group sees the other group’s bicycles,
and wishes to have some so that they can hunt more successfully. One of the members of
the new group had been a handyman before the shipwreck and remembers a great deal
about mechanics. Using the materials at hand, he sets up a workshop that develops a new
type of bicycle, one that somewhat resembles a traditional bike, but lacks key
components including gears and a seat. Nonetheless, the bike functions for the needs of
the group, and they are able to hunt more effectively.

The purpose of this outlandish hypothetical tale is to provide an analogy for
Ephrata’s musical system. It is an organizational scheme for music developed in relative
isolation. It appears to mimic coterminous continental theory, but lacks several key
details that give it an appearance of primitiveness or backwardness. But it is its
individuality and seeming illogic that make it interesting for scholars; it is a graft of
European musical tradition, awkwardly preserved, and then redeveloped across the
Atlantic Ocean in the wilderness. Ephrata produces a system that lacks many of the
aspects of contemporaneous theory, but works for the inhabitants of the community,
providing them with music for worship. Much in the same way that its architecture is

unique in its typology as a result of original adaptation of inherited European structural
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130

tropes, ~ Ephrata’s music stands alone in the American colonies as an adaptation of

inferred and sculpted musical memory.

130 Janet R. White, “The Ephrata Cloister: Intersections of Architecture and Culture in an
Eighteenth-Century Utopia,” Utopian Studies 11, no. 2 (2000): 62.
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Chapter 4: Ephrata Music: Content, Style, and Practice

This study, like those that came before it, attempts to effectively and faithfully
translate and interpret Ephrata music for the modern reader. With the music manuscripts
surveyed (Chapter 2), and the theoretical system presented (Chapter 3), this chapter
explores the music of Ephrata, both its content, and its practice. In order to carry this out,
it is necessary to examine and reexamine many primary sources. In addition, one must
repeatedly question mechanical issues of notation.

Any adequate study of Ephrata music must include faithful musical transcriptions
for analysis. Several transcriptions have been presented above, and several more are
found throughout this dissertation, including a lengthy one in Appendix H. Consideration
is given to earlier studies of Ephrata music and accompanying transcriptions. In his
master’s thesis, Thomas E. Owsinski provides a survey of all the known modern notation
transcriptions of Ephrata music to date.' His survey is a helpful guide, and it reveals how
little work has been done in transcribing Ephrata music. Owsinski describes some of the
key challenges in this area: rhythm and meter, inconsistency in manuscripts, text setting,
and limited access to sources.” It is evident that earlier transcribers have either
editorialized Ephrata’s music by adding incorrect data (e.g. dynamics and tempo

markings in the case of Russell Getz’), by prescribing a set meter to a fluid construct

! Thomas E. Owsinski, “Jeremia From the Paradisisches Wunder-Spiel: A Critical
Edition and Study of a Musical Document of the Eighteenth-Century Ephrata Cloister”
(M.A. Thesis, West Chester University of Pennsylvania, 1997), 32-76.
2 .

Ibid.
? Conrad Beissel and Russell P. Getz, Ephrata Cloister Chorales: a Collection of Hymns
and Anthems (New York: G. Schirmer, 1971).
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(Getz, again), by omitting an adequate text setting (Martin, and Denise Seachrist*), by
neglecting to provide information about sources (Seachrist), or by lacking an adequate
number of sources to account for variants (Carroll). Carroll comes the closest to creating
a sufficiently documented critical edition of selections of Ephrata music.” The greatest
strength of her work is that she applies a flexible approach to rhythm and meter to
appropriately adapt to Ephrata hymnody. However, her lack of access to all available
sources alongside a presentist perspective (a tonal approach) ultimately limits her
admirable work.

What follows is an attempt to provide a deeper level of rigor and understanding to
the content, style, and practice of Ephrata music. Photos of manuscripts are provided as
illustrative examples. When deemed necessary, modern transcriptions are presented as
supplements for understanding.

4.1 Content

The vast number of extant Ephrata music manuscript pages yields a great deal of
information and raises a number of questions about the systems applied to the writing of
Ephrata music. By and large, Ephrata musical content is consistent in its use of
mechanical symbols, while simultaneously quite inconsistent in its treatment of rhythm.
This section seeks to elucidate Ephrata musical content and its notation. Notable patterns
of notational use are discussed. In addition, the content of Ephrata music is tested against

the rules set down in the Ephrata treatise. An analysis of this process is provided.

* Seachrist, “Snow Hill and the German Seventh-Day Baptists: Heirs to the Musical
Traditions of Conrad Beissel’s Ephrata Cloister” (PhD diss., Kent State University,
1993).

> Carroll and Bach, Music of the Ephrata Cloister: Transcriptions of Sacred Works

(Ephrata, PA: Ephrata Cloister Associates, 2010), 50-54.
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A. Mechanical Considerations
Homophony

The majority of the music found in Ephrata music manuscripts is hymnody. This
takes the form of homophonic musical settings of texts, with usually one syllable per
note. In some circumstances, a syllable is assigned to two or more notes. If this is the
case, the notes are joined by beams or slurs, depending on their rhythmic value. For
example, the hymn “Dem Herren jauchzt im Heiligthum” in Figure 4.1 (the transcription
of this hymn is Figure 4.2) displays homophonic and syllabic movement throughout. In
the first measure, the soprano sings a half note while the lower three parts sing slurred
quarter notes on the word “dem.” The following syllable, “Her—" of “Herren,” receives a
quarter note in the upper three voices and two slurred eighth notes in the bass. As seen in
Figure 4.1 and Figure 4.2, other examples of this style of homophony (unanimous
rhythmic movement with the possibility of passing tones in any voice) are found

throughout the hymn.
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Figure 4.1: “Dem Herren jauchzt im Heiligthum” from music manuscript for 1739
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Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister Collection, EC 80.33.2, section

1, page K.



"Dem Herren jauchzt im Heiligthum"
from Music Manuscript for Ziomitischer Weyrauchs Hiigel Type 3
Ephrata Cloister, EC 80.33.2, section 1, page K
Music by Ephrata Community
Text by Br. Agonius
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Figure 4.2: Transcription of “Dem Herren jauchzt im Heiligthum” from music manuscript
for 1739 Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister Collection, EC 80.33.2,

section 1, page K.
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Repeats

In addition to homophony, other features of Ephrata hymnody are worth
mentioning. The transcription of “Dem Herren jauchzt im Heiligthum” (Figure 4.2) is an
example that yields a number of other opportunities for examining the idiosyncrasies of
Ephrata music. This includes the use of repeats. Most Ephrata hymns are through
composed, but many also contain repeated sections, as shown by the use of repeats in
parts (see Figure 4.1 and Figure 4.2). If a repeat is indicated, it never applies to the text.
Rather, repeats allow for the continuous flow of lyrics over recurring music. Often, this
results in formal constructions that follow melodic and harmonic structures of A-A-B, or
A-A-B-B-C. In the case of “Dem Herren jauchzt im Heiligthum,” the form is A-A-B-B-
C-C-D-D-E. This additive structure is in line with much of the Lutheran chorale tradition,
which mainly adheres to the common German Barform (AAB), plus various sectional
augmentations.

“Dem Herren jauchzt” also exhibits use of the segno (as indicated by an “S” with
dots placed on either side of it — see Figure 4.3). In this case, the segno essentially serves
the same function as a repeat sign: it signifies the point at which the music begins after
the repeat. It is not entirely clear why the Ephrata composers used the segno instead of
repeat signs, but presumably the rationale is as follows: repeat signs are always
associated with double bars which divide sections of text and music. They do not always
indicate whether the music before or after will be repeated; double dots on either side of
the double bar are inconsistently placed. This means that the performer must determine,
based on poetic meter, in which direction the repeat is intended. For example, the end of

measure two of “Dem Herren jauchzt” in Figure 4.1 shows a double bar. The repeat



179

associated with this double bar is only indicated within measure 3. However, the poetic
meter requires a repeat of measures 1 and 2. Thus, the actual notation is not consistent
with a modern interpretation requiring the placement of double dots with a repeat to
correspond in the direction of recurring music. By contrast, it appears that the segno is
used when a double bar is not appropriate. In this case (see the final two measures on the
bottom system of Figure 4.1), only a portion of the section after the previous double bar
is repeated. If a double bar were written instead of a segno, it would presumably indicate
that the entire section before it would need to be repeated, which is not the case (see
measures 9-12 in Figure 4.2). The segno thus seems to solve the issue of repeats for
Ephrata composers; a double bar repeat sign indicates that an entire section gets a repeat,
whereas a segno indicates a portion of a section is repeated — in this case, measures 13—

14 in Figure 4.2.
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Figure 4.3: Detail of segno in “Dem Herren jauchzt im Heiligthum” from music
manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister Collection,
EC 80.33.2, section 1, page K.

Fermatas

Fermatas are used liberally throughout Ephrata compositions (For example, see

Figure 4.1 and Figure 4.2). They appear usually every two measures, and are placed at
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the end of a textual and musical phrase before a grouping of rests. For example, “Dem
Herren jauchzt im Heiligthum” features a fermata on measures 2, 4, 6, 8, 10, 12, 14, and
15. Fermatas appear over notes at the ends of phrases with rhyming text, as delineated by

the following table:

Measure Rhyming phrase ends
2 “-thum” “Ruhm”

4 “-men” “-men”

6 “seyd” “-keit”

8 “-hen” “-hen”

10 “Nacht” “-dacht”
12 “seyd” “-reit”

14 “seyd” “-reit”

Table 4.1: Rhyming phrase ends with fermatas in “Dem Herren jauchzt im Heiligthum.”
All of these thymed fermata placements are associated with rhythmic values of a half
note or longer. Because most of the composition is comprised of shorter rhythms than
this, the result is an accentuation of the long rhymed notes. It is not clear to what degree
fermatas were intended to augment the rhythmic value of a note. Their liberal usage
throughout Ephrata music suggests that they have less of a strict rhythmic function, and
more of a visual role in organizing phrases to reflect text cadence and rhyming structures.
Metrical divisions

The copious amount of fermatas found throughout Ephrata notation seems to be
affiliated with metrical divisions throughout the music. Although a time signature of sorts

is graphically represented at the beginning of each stave of music (see Figure 4.4), it does
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not serve a practical function. This time signature, always located to the right of clefs that
denote the vocal part (soprano, alto, tenor, and bass), is universally in the shape of a “C”
with a line and a dot in the middle. This might suggest cut time, common time, or even
tempus imperfectum, if one wishes to consider mensural notation as a potential option. In
practice, the Ephrata time signature does not relate in any way to the metrical division of
the music. For example, Figure 4.4 shows two measures. The first consists of five quarter
beats; the second consists of nine quarter beats (six sung beats with three beats of rest
after the fermata). The text for these two measures (the music is repeated to two different
lines of text) is split as follows: “Dem Herren jauchzt|im Heiligthum” and “und gebet

im | PreiB, Lob und Ruhm.” What is revealed is that, in this instance, there is no clear
textual correlation to the bar lines. Familiarity with Ephrata music overall confirms this
trend throughout: bar lines do not necessarily correspond to text just as they do not divide

measures in consistent thythmic patterns.



Figure 4.4: Detail of first two measures of “Dem Herren jauchzt im Heiligthum” from
music manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister
Collection, EC 80.33.2, section 1, page K.

What then is the function of bar lines, if they serve no textual or rhythmic
purpose? It would seem that they serve a mechanical visual function: to organize the page

so that vertical alignment is made easier throughout a system of music. In addition to
single bar lines, double bar lines are employed at the end of a piece or in conjunction with
repeats.
Accidentals
It is mentioned in Chapter 3 in the section entitled “‘Relative Key’ Relationships”

that Ephrata’s modal construct breaks down slightly in various minor modes. The

explanation points to the inconsistency in notation between G-sharp and G-natural in
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Figure 3.21 (a transcription of “Jesus, Hirte meiner Seel”). G-sharp is prescribed in the
key signature for the tenor, but G-natural is expected in measure 5 to correspond with a
C-major sonority. Because there is no notational tool in the Ephrata system to give a
natural quality to a note once a sharp has been established, the performer would have to
adjust to the natural by understanding the system implicitly. Without that adjustment, an
augmented chord would be sung.

The first two measures of “Dem Herren jauchzt im Heiligthum” further
complicate this situation (see Figure 4.4). As in “Jesus, Hirte meiner Seel,” the mode is A
minor. In “Dem Herren jauchzt” the tonal center of the hymn shifts from A (measures 1—-
8), to C (measures 9—14), and then back to A (measure 15). The G-sharp, as the raised
scale degree 7 serves to pull the tonal center to A during the A minor sections. During the
C major section, it is assumed, as in the example of “Jesus, Hirte meiner Seel,” that the
G-sharp is transformed into a G-natural by habit of the singer. None of this, however,
explains the conundrum of the second measure (see Figure 4.5). Here, the G-sharp (as
noted in the soprano) disagrees with an attempt at C major on the final chord, producing
what is known in modern terms as an augmented triad. As explained in Chapter 3,
augmentation was not a concept addressed by Beissel, and it was presumably not
permitted because it would conflict with the system of master and servant notes in
question. However, it appears the composer of this hymn wished to place G-sharps
throughout (the tenor contains a G-sharp in its modal signature while the soprano and
bass have the G-sharp added as accidentals). Perhaps the tenor and bass notes were
incorrectly written and should have been B-naturals. This would create an E major triad

in second inversion leading back to the A minor sonority after the repeat. That theory
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notwithstanding, the C in both the tenor and bass do not appear to be a one-off mistake on
the part of a copyist. All Ephrata music manuscripts with this setting of “Dem Herren
jauchzt” contain this same seemingly erroneous harmony. What is likely is that this is yet
another instance of a situation in Ephrata music in which tertian sonority is confused

because of the conflict between modality and the raised seventh scale degree leading

tone.
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Dem Her-ren jauchzt im Hei- lig - thum,
und ge - bet ihm Preif, Lob und_Ruhm,

Figure 4.5: First two measures of transcription of “Dem Herren jauchzt im Heiligthum”
from music manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister
Collection, EC 80.33.2, section 1, page K.

The reason why this confusion over the G-sharp is explored within the context of

mechanical considerations has to do with the fact that modal signatures are found
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throughout Ephrata music.® Figure 4.4 illustrates this clearly with the G-sharp in the
tenor. In fact, it is usually only the tenor part that is given a modal signature. It would
imply that the tenor is the part that would most frequently contain the raised seventh scale
degree, which is indeed the case.
Text setting

Text setting is another notational issue throughout Ephrata music. Although some
music manuscripts contain the text written above a system of music (see Figure 4.1),
many others do not, only referencing a numbered hymn in a printed hymnal (see Figure
4.7). As discussed in Chapter 2, most Ephrata hymnody was meant to be performed with
two books open at the same time. These were the music manuscript and the printed
hymnal containing the text corresponding to the music. The account of the visit by the
Swedish missionary Israel Acrelius (1714—1800) to Ephrata in 1753 describes this
musical practice with “the brethren and sisters, who sat in cross-seats in front, having
psalm-books and also note-books...”” Before the 1754 Paradisisches Wunderspiel, which
places text above the music throughout, it was only in more presentational settings (like
music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 3 or in the Rose-
Lilie-Blume Sequence, located in various volumes) that text was included with the music.

This Ephrata style of text setting rarely demonstrates syllabic correspondence, however;

% Figure 4.2 and Figure 4.5 do not contain the modal signature. Instead, they reveal
accidentals throughout the tenor line. This study’s rationale for the decision not to
transcribe the modal signature is to present an edition that is immediately understood by
the modern reader and performer.

7 Israel Acrelius, “Visit by the Provost Magister, Israel Acrelius, to the Ephrata Cloister,
Aug. 20, 1753, in Israel Acrelius, 4 History of New Sweden, or the Settlements on the
River Delaware, trans, William M. Reynolds, 373401 (Philadelphia: Publication Fund
of the Historical Society of Pennsylvania, 1876): 388. For the full description of this
scene, see Appendix G, 350-353.
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if text is provided in the manuscript, what is then most often the case is that it is written
above the music and given no specific matching to notes. In addition, usually only one
verse is written. Subsequent verses are found in the printed hymnal and indicated with a

correspondence number (see Figure 4.6 for an example).

Figure 4.6: “Die starcken Bewegung” from music manuscript for 1739 Zionitischer
Weyrauchs Hiigel Type 3, HSP, Cassel Collection, Document 11, section 2, page 93.

In rare instances, groupings of text are written above the music and divided by bar
lines accordingly (see Figure 4.7). This style of text setting is limited mainly to the Rose-
Lilie-Blume sequence and a few other motets throughout the oeuvre. In Figure 4.7, the
text is written below the analogous line of music for the first two systems. For the third
system, which is comprised of four staves, the text is written below the soprano line, and
it corresponds to all four parts. Although this version of text setting is more specific per

measure, it still does not provide syllabic matches with individual notes.
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Figure 4.7: Portion of Rdsé-Lilie-Blume sequence from 1746 Ephrata Codex,
LC, M 2116.E6 1746, section 4, page 211. Courtesy, the Music Division at the Library of
Congress.

Beams and slurs

Beams and slurs are yet another mechanical consideration of Ephrata music. In
addition to providing a rhythmic relationship (discussed below), beams serve to connect
notes within melismatic syllable setting. For example, the final measure in Figure 4.7
contains four beamed notes that correspond to the one-syllable word “in.” Slurs also
serve to connect notes within the same syllable. The final measure in Figure 4.7 contains
slurred notes in the alto and tenor parts over the antepenultimate and penultimate notes,
which correspond to the “Ho-” of “Hoéhe.” These notes are not beamed because they are
notated as quarter notes, which, if beamed, would be transformed into eighth notes. There
is no instance in Ephrata music in which more than one syllable corresponds to a beamed
grouping of notes, and there is also no instance in which slurs and beams are used in
conjunction with one another.
Multiple settings of the same text

Another mechanical consideration of Ephrata hymnody includes multiple musical

settings of the same text. Viehmeyer’s Index reveals that most hymn texts are set in more
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than one way. This happens usually because different settings occur across various music
manuscript types. For example, the hymn transcribed above, “Dem Herren jauchzt im
Heiligthum” has at least four different settings,” three of which are found in music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 3 and the 1746 Ephrata
Codex, and others in music manuscripts for the 1749 Turtel=Taube Type 1, and music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1. The presence of the
same hymn text set multiple times indicates that there might have been a variety of
different composers who worked separately to set texts to music. In addition, the
presence of the same setting across a variety of sources suggests that some hymn texts
were favored over others.

In some situations, the same hymn can be set twice in the same page of a music
manuscript, with the alternate version provided by a paper insert that is flipped as needed.
This is the case with the hymn “Das Weitzen=Ko6rnlein kommt” on page 44 of music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1 (see Figure 4.8 and

Figure 4.9).

8 Viehmeyer, Index, 27-28.
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Figure 4.8: Music manuscript for Zionitischer Weyrauchs Hiigel Type 1,
Winterthur, Col. 318, 65 x 554, page 44. Courtesy, the Winterthur Library: Joseph
Downs Collection of Manuscripts and Printed Ephemera.
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AFiéure 4.9: Music manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 1,
Winterthur, Col. 318, 65 x 554, page 44. Courtesy, the Winterthur Library: Joseph
Downs Collection of Manuscripts and Printed Ephemera.

Number of voices

Throughout all of the Ephrata oeuvre, hymns are most often set with four voices:
soprano, alto, tenor, and bass. There are notable exceptions to this. The 1746 Ephrata
Codex is almost completely set for five voices. Other music manuscripts dated as early as
1747 (a prominent example is music manuscripts for the 1747 Turtel=Taube Type 1)
contain select hymns for more than four voices (see Figure 4.10 for an eight-part setting

of “O Was vor Gunst und grof3e gnad” found in music manuscripts for the 1747

Turtel=Taube Type 1). Although some studies of Ephrata music have traced a flourishing
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of numbers of vocal parts to the 1754 Paradisisches Wunderspiel,’ the several multi-
voice hymns in music manuscripts for the 1747 Turtel=Taube Type 1 clearly contradict
this idea. After all, this music manuscript type can be definitively dated at ca. 1747—
1749,'° which is toward the beginning of the period during which music manuscripts
were created at Ephrata. This indicates that although four-part hymnody was the norm, it
was by no means universal, and there was likely no period during the development of

music at Ephrata in which the setting of more than four parts was not a possibility.
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Figure 4.10: Eight-part setting of “O Was vor Gunst und groBe gnad” from music
manuscript for the 1747 Turtel=Taube Type 1, Chicago History Museum, MSS AlphaV:
Ephrata, page 117.

? For example, see Carroll, Selected Music, 13—14.
10 See Chapter 2, 61-68.



193

B. Rhythmic Notation

As elucidated in Chapter 3, the Ephrata treatise’s discussion of music is
concerned almost exclusively with pitch. Pitch is both the focus of triadic building blocks
(“masters” and “servants”) and choral flattening. Elements that are conspicuously absent
from Beissel’s writings are rhythm and meter. Indeed, nowhere in Ephrata texts is to be
found any mention of rhythm. The absence of discussion of rhythm and meter implies
that rhythmic practice was not of theoretical concern, and practices related to rhythm and
meter were based on unchallenged common convention.

However, an implicit convention does appear to dominate the notation of rhythm
throughout Ephrata music manuscripts. This can be seen most clearly through the
arbitrary metrical organization discussed above. Overall, the rhythmic practice of Ephrata
music is mainly tied to text. Longer notes are generally assigned to strong syllables. Hans
Theodore David went as far as to posit that the framework’s lack of metrical consistency
is Ephrata’s “greatest asset, for the fluctuation of rhythm makes some of [Beissel’s]

settings, particularly of prose, quite effective.”"!

How David might have heard this music
in 1943 is difficult to imagine; there is no record of music of Ephrata being performed
during that time.

Ephrata rhythmic notation presents other challenges: in some cases rhythms do
not align vertically. Measure 6 in Figure 4.1 is one such example (see Figure 4.11 for a
detailed view of this). Here, the soprano and alto share the same notated rhythm (quarter,

eighth, eighth, quarter with a hash mark, half). The tenor part is very similar except for

the dotted quarter note with a hash mark (which is presumably a mistake). The bass part

""Hans Theodore David, “Hymns and Music of the Pennsylvania Seventh-day Baptists,”
The American-German Review 9, no. 5 (June 1943): 6.
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has an eighth note followed by two sixteenth notes aligned vertically with the upper three
parts, followed by a quarter with a hash mark and then a half note. For the first three
notes, the only plausible interpretations are either to view the bass’ rhythms as a mistake,
or the upper three parts’ rhythms as incorrect. Indeed, the parallel octaves in the alto and
bass (C, D, E) necessitate that the parts must rhythmically align. The solution for the

transcription in this study is to adjust the bass’ rhythms to reflect the upper parts’ rhythms

(see Figure 4.2).
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Figure 4.11: Detail of measures 56 of “Dem Herren jauchzt im Heiligthum” from music
manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister Collection,
EC 80.33.2, section 1, page K.

The quarter note with a hash mark through it presents another challenge for

interpretation by a modern musician. Based on the study of all Ephrata music and

comparison of the same setting of music across various sources, it appears that a hash

mark serves to shorten a note to a value smaller than that preceding it. In many contexts,
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it forces the preceding note to itself become shortened as well.'* Thus, a plausible modern

transcription for measures 5 and 6 are as follows (see Figure 4.12).
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ge - zeu-get und ge - bo - ren seyd,
in War-heit und Ge - rech - tig- keit,

Figure 4.12: Measures 56 of transcription of “Dem Herren jauchzt im Heiligthum” from
music manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister
Collection, EC 80.33.2, section 1, page K.

In addition to hash marks through notes changing value based on context, dots at
the end of notes appear to serve a different function than their modern usage. Rather than
extending the duration of a note by one half of its value, the dot in Ephrata notation is
more dependent on its relationship to the notes around it. It does serve to augment

rhythmic length, but it does so in correlation to subsequent notes. For example, the dot in

measure 5 of “Dem Herren jauchzt” (see Figure 4.11) is placed at the end of a whole

'2 Several examples of this phenomenon are discussed in the critical notes for the Rose-
Lilie-Blume sequence in Appendix H.
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note. Rather than representing a value of six beats, the note is shortened by the two eighth

notes following it, and is reduced to five beats (see Figure 4.12). A further discussion of

the dot with examples is found in Table 4.1, a chart that presents Ephrata rhythmic

notation with likely solutions for modern transcription.

Description

Ephrata notation

Quarter note — This is roughly one beat or pulse.

Y

Two eighth notes —This adds up in value to one quarter note. The second of
the two examples resembles sixteenth notes that are beamed together because
of the hash marks through the stems. However, there are no examples of
beaming without hash marks where one note head is above the beam and the
other note head is below the beam. In addition, in musical contexts, the
interpretation of this figure as two eighth notes makes more sense.

-
E— -

'_’g'f —5;;
or .7_

Half note — This equals two quarter notes in value.

Single eighth note — This is roughly half of a beat or pulse. When following a
dotted note, it deletes an eighth note of value from it. When following a
quarter note, it can become a sixteenth note and deletes a sixteenth of value
from the quarter note.

Dotted half note — This equals three quarter notes in value. If followed by a
single eighth note, it loses an eighth beat in value. Owsinski’s solution to
transcribing dotted half notes in combination with eighth notes is to translate
them into double-dotted half notes."® Carroll’s solution is to interpret a dotted
half note as three beats, regardless of its context. Her rationale when
explaining the combination of a dotted half note followed by an eighth note is
as follows: “Any attempt to fit this pattern into a measurable number by
current standards is doomed to failure. The rhythms should be transcribed as
they appear, with editorial notes stating that the dot ‘simply lengthens the note
a little.””"* This study chooses to take context into account as Owsinski does.
However, instead of double dotting, we reduce the value of the note, as
previously explained. The dot, as applied to other notes, follows the same
contextual rules in relationship to notes that follow it.

Dotted eighth note — This is roughtly three quarters of a beat or pulse. It is
almost always part of a beamed series of notes, and combined with a sixteenth
note or other eighth notes. When it is combined with other eighth notes, it
indicates that it is longer in value than the notes preceeding or following it.
See the example for “dotted eighth note plus eighth notes,” below.

Ty

4

" Owsinski, 130.
4 Carroll, Selected Music, transcription manual, n.p..
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Description

Ephrata notation

Sixteenth note — This is roughtly one quarter of a beat or pulse. It is almost
always part of a beamed series of notes and combined with a dotted eighth
note or other sixteenth notes.

P

-

Dotted eighth note plus sixteenth note combination — This equals one beat
or pulse in value.

Dotted eighth note plus eighth notes — Here, the dot on the final note serves
to lenghten it in comparison to the notes before it. It is lengthened to twice its
value. This is a likely solution because there is no example in Ephrata music
of beamed eighth notes slurred to quarter notes. (The beams and slurs are
never combined, hence preventing a quarter note from being written.) In
modern notation, this becomes two eighth notes, followed by a quarter note.

Dotted quarter note — This is roughtly one-and-a-half beats or pulses.

Whole note — This is roughly four beats or pulses.

Fermata — Hold the note at one’s discretion.

Slur — Notes within the same syllable are slurred together as a melisma using
this figure. Slurs over more than two notes are always presented as multiple
strokes, and never one smooth stroke.

Rest — Throughout Ephrata music, the value of the rest is generally undefined,
but each one is roughly one beat or pulse, equivalent to a quarter note. Rests
of different visual styles appear to have no differentiation in value, based on
comparing simultaneous measures within the same system.

Table 4.2: Chart of Ephrata notation with graphical examples taken from music
manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3, HSP, Cassel Collection,

Document 11.

C. Application of the Ephrata Theory Treatise to Its Hymnody

Just as “Dem Herren jauchzt im Heiligthum” (Figure 4.2) is a worthy example to

use for mechanical considerations of Ephrata music, it is also an appropriate proving
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ground for the voicing rules in Beissel’s treatise. The central question we pose is: does
the music of “Dem Herren jauchzt” reflect the guidelines of the Ephrata treatise? What
follows is our assessment.

It should be remembered that the voicing rules, as detailed in the treatise and
accompanying modal charts, requires that the distribution of the triad is dependent on a
specific soprano note in a given mode. If the soprano sings a note in the “tonic” triad of
the mode (one of the “masters”), then the other voices must sing another note in that
triad, according to a set of guidelines. If the soprano sings a note that is not in the triad
(one of the “servants”), then the other three voices are assigned notes according to an
extension of the same guidelines.

“Dem Herren jauchzt” appears to be mainly in the mode of A minor, given its
melodic centering around the note A and the presence of A minor triads in prominent
locations like the beginning and end of the hymn. We remember from Chapter 3 that the

voicing rules for the mode of A minor are as follows (see Figure 4.13):

Der 4 Stimmen Schliissel in den A. Weisen Wie der A. zu erhdhen iibrigen Buchstaben 4 stimmen
7 [The chart of 4 voices in the mode of A] [How to raise the A] [The remaining letters in 4 voices]
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Figure 4.13: Ephrata Modal Chart for the mode of A minor. The three sections of the
chart are included at the top.

It also seems that a portion of “Dem Herren jauchzt” (measures 9—14) is in the

mode of C. We make this observation based on this section’s lack of centering on A in
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the melody, and also on the prevalence of C in the bass. We also remember from Chapter

3 that the voicing rules for the mode of C major are as follows (see Figure 4.14):

1. MASTERS/LORDS 2. MODE RESETTING 3. SERVANTS
Der 4 Stimmen Schliissel zu den C. Weisen Wie der C. zu erhéhen iibrigen Buchstaben 4 stimmen
A [The chart of 4 voices in the mode of C] [How to raise the C] [The remaining letters in 4 voices]
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Figure 4.14: Ephrata Modal Chart for the mode of C major. The three sections of
the chart are included at the top.

Using the voicing rules for the modes of A minor and C minor as a rubric, the
analysis of “Dem Herren jauchzt” yields a compelling discovery: the hymn largely
follows the formula presented in the treatise. Figure 4.15 presents the exceptions to the
rules within boxes. As can be seen, the exceptions are passing tones and bass notes.
Meanwhile, large beats are produced in accordance with the voicing regulations.

If we take “Dem Herren jauchzt” as an average sample, it would then appear that
Ephrata composers definitely adhered to the guidelines of the treatise, but that they
hierarchized their priorities within this structure. Clearly, passing tones in the soprano do
not receive application of the rules. Passing tones in the lower three voices also do not
appear to be an issue of concern. In addition, the observation is made in Chapter 3 that
the bass is the doubling voice. Thus, the result of this analysis seems to reveal that as
long as the upper three voices consistently represent the triad (the “masters”), then the
composer is free to voice the bass however it suits him/her. This freedom results in more

root position chords than are present in the modal charts. For example, the final chord of
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“Dem Herren jauchzt” is in root position. However, the presence of the A in the soprano
should result in the modal chart’s prescription of an E in the bass, creating a 6/4 chord
(see Figure 4.13). The composer’s choice of an A for the bass changes the final chord to a
root position sonority, one that is more in line with commonly accepted western

compositional practice of the time.
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"Dem Herren jauchzt im Heiligthum"
from Music Manuscript for Zionitischer Weyrauchs Hiigel Type 3
Ephrata Cloister, EC 80.33.2, section 1, page K
Music by Ephrata Communiry
Text by Br. Agonius

Mode of A Minor
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Figure 4.15: Transcription of “Dem Herren jauchzt im Heiligthum” from music
manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 3, Ephrata Cloister Collection,
EC 80.33.2, section 1, page K. Exceptions to voicing rules in Ephrata treatise are
indicated with boxes around notes and chords. The apparent modal shifts are noted above
the music.
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The presence of a number of voicing exceptions in measures 9 and 10 (see Figure
4.15) suggests another entry point for inquiry: when do Ephrata composers change modes
and how do they make a decision to do so? As mentioned above, it would seem that
measures 9 and 10 are in the mode of C major. However, an analysis taking the modal
charts into account indicates that the composer viewed them as being in A minor. We
make this conclusion on the basis of comparing the number of exceptions to the rules
when we analyze the measures in each mode; these measures have fewer exceptions
when they are considered to be in A minor as compared to C major. It thus appears that
the composer conceived of a modal shift between measure 10 and measure 11, and this is
two measures later than one might expect. It is unclear why this is the case. In addition, it
appears that the unorthodox chords in measure 10 (for example, the chord on the
downbeat of the measure containing four notes — not a triad) do not comply with the
Ephrata system, revealing a degree of confusion on the part of the composer.

Thus, an image of the Ephrata composer comes to light: a diligent scribe who is
able to voice chords according to a formula. When a melody remains in one mode, the
composer is able to carry out his/her task without challenge. However, when the mode
shifts to the “relative key” (i.e., A minor to C major), there does not appear to be a clear
set of rules. Ambiguity ensues. The lack of any theoretical tract in Ephrata writings
following the 1746 music treatise seems to confirm that Beissel was content to let the
musical system exist as it did; no further scrutiny of music was necessary, so long as

scribes could voice chords, even if the system did not entirely support their work.
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4.2 Style

Not all music of Ephrata is four-part homophonic hymnody. Carroll observes a
distinct trend moving away from homophony around the year 1744."> A closer look
reveals that nearly all Ephrata music manuscripts contain indications for non-homophonic
singing in places, whether for section solos or antiphonal performance. Because 1744 is
the earliest notated date on a manuscript,'® it would be difficult to corroborate Carroll’s
assertion, given that we cannot conclusively date any of the music before that year. The
idea of a “trend” away from homophony in 1744 could therefore not be demonstrated.

Thus, regardless of the date of non-hymn compositions, Ephrata music is indeed
comprised of antiphony and texturally varied motets, in addition to hymnody. These other
styles are also almost exclusively homophonic in treatment of rhythm, but they do
provide for variation in texture. In addition, they likely are different in their liturgical
purpose as compared to standard hymnody.
A. Antiphony

Antiphony appears most commonly throughout Ephrata music with designations
of “1. Chor” (“first choir”) or “2. Chor” (“second choir”’). The number of choirs never
exceeds two, indicating that antiphony is limited to a binary relationship. Antiphonal
instructions are thus quite straightforward. They are presented most regularly in a series
of hymns, with choirs alternating between various hymns. For example, in music
manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1, pages 111 through 115

usually contain “/. Chor” and “2. Chor” markings in alternating order (see Figure 4.16).

' Carroll, “Performance Practices in the Music of the Ephrata Cloister,” Unpublished
Paper Prepared for the Ephrata Cloister Conference, September 8-9, 1995, no page
number.

16 See Chapter 2, 139.
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Figure 4.16: Music manuscript for 1739 Zionitischer Weyiachk Hiigel Type 1, Free
Library of Philadelphia, Borneman MS 2, page 114. Courtesy, Rare Book Department,
Free Library of Philadelphia.

In addition to markings that assign an entire hymn to a particular choir, other
hymns divide antiphonally from measure to measure. For example, “Lobet den Herren,
Lobet den Herren, dann er ist” on page 114 of most music manuscripts for the 1739
Zionitischer Weyrauchs Hiigel Type 1 contains alternating choir markings of “1” and “2”
above the soprano part (see Figure 4.16 and Figure 4.17 for detail). The texture is also
varied in this hymn with a monophonic setting of the two statements of “Lobet den
Herren” in the sopranos. The result of these markings is an antiphonal call and response
with the word “Lobet” sung by the sopranos of choir 1, and the phrase “den Herren” from
the sopranos of choir 2, which is then followed by a tutti entrance by the first choir on the

subsequent text.
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Figure 4.17: Detail of “Lobet den Herren, Lbet de erren, dann er ist” from Music
manuscript for 1739 Zionitischer Weyrauchs Hiigel Type 1, Free Library of Philadelphia,
Borneman MS 2, page 114. Courtesy, Rare Book Department, Free Library of
Philadelphia.

In some cases, antiphony is used to bring variation and character to texts. On page
120 of Winterthur, Col. 318, 65 x 554 an antiphonal setting is written for “Edelste
Weisheit,” followed by “Begieriger Geist” (see Figure 4.18). This reflects the text by the
unknown European author in the 1739 Zionitischer Weyrauchs Hiigel, which takes the
form of a conversation between “Die Seele,” “Die Weilheit,” and “Sophia” (see Figure
4.19). The alternation of the choirs on each stanza brings personification to these voices.
In addition, the second choir is given section solos for much of the music, while the first
choir continually sings homophony. At the end of the hymn, the words “Wie schon wird
seyn” are written in green above a final measure of music that has been separated from
the rest of the hymn by decorative illumination. Above the lyrics is a red directional

marking: “4. Stimmen,” which literally means “4 voices.” This is presumably a tutti

marking. It could also literally mean that only four people should sing this measure.
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Flgure 4.18: Music rnanuscrlpt for 1739 Zionitischer Weymuchs Hugel Type 1 '
Winterthur, Col. 318, 65 x 554, page 120. Courtesy, the Winterthur Library: Joseph
Downs Collection of Manuscripts and Printed Ephemera.



207

Figure 4.19: Zionitischer Weyrauchs Hiigel (Germantown, PA: Christopher Sauer, 1739),
page 290. https://archive.org/stream/zionitischerweyrOOunkn#page/290/mode/2up.

B. Motet Style

Ephrata notation provides other mechanisms for the combining of choirs after
passages of antiphony. This is indicated by detailed text (see Figure 4.20), which reads:
“3 Vers werden Chor weif; gesungen, In dem 4. vers setzet der 1. Chor an und singen
beyde Chor zusammen bifs zu Ende.” This translates as: “Three stanzas are sung [by the
second choir] in the style of a chorale. In the fourth, the first choir joins in and all sing

together until the end.”
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Figure 4.20: Detail of Rose-Lilie-Blume Sequence from Music manuscript for 1739
Zionitischer Weyrauchs Hiigel Type 3, HSP, Cassel 11, section 1.

The phrase “style of a chorale” or “Chor Weif3” is particularly important in order
to understand the way that Ephrata composers perceived musical genre. Indeed, the fact
that a direction exists to tell the performer to sing in the style of a chorale indicates that
another type of style is available to Ephrata composers other than “chorale.”'” The other
non-chorale style at Ephrata is the motet, the style outlined in the title page of the 1754
Paradisisches Wunderspiel of both types (see Figure 2.24 for an example). It will be
remembered from Chapter 2, page 77, that the title page introduces a “completely new
and unusual manner of singing,” standing in contrast to homophonic hymnody. This
Ephrata motet style is represented most clearly by the Rose-Lilie-Blume sequence, which

has been mentioned several times previously, and discussed in detail here.

7 This “style of a chorale” is presumably is the hymnody discussed throughout the
majority of this study.
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Previous Ephrata scholars also identified this composition, the most significant
being Carroll, who noticed that Ephrata Cloister Collection, EC 77.3, a music manuscript
for the 1739 Zionitischer Weyrauchs Hiigel Type 2 dated 1744, contains a through-
composed piece of music that resembles a motet more than it does a hymn. This work —
the Rose-Lilie-Blume sequence — appears in a variety of Ephrata sources throughout the
oeuvre. Appendix H provides a critical edition of the work with a survey of sources plus
critical notes with texts and translations. It is one of the lengthier Ephrata compositions,
along with a few other motets found in the 1754 Paradisisches Wunderspiel. As opposed
to hymns, which almost always occupy one third of a verso-recto page, the Rose-Lilie-
Blume sequence extends over several pages and has a likely duration of fifteen minutes,
although this is variable depending on tempi and the number of stanzas performed.

Carroll states that the Rose-Lilie-Blume sequence (which she titles Die Braut des
Lamms,'® to correlate it with the heading of the section of the Turtel=Taube hymnal to
which the majority of the text corresponds') is a significant work for Ephrata.”® Indeed,
it occupies important locations in books, is sometimes written on paper that is different

from the remainder of the manuscript (indicating that it might have been rebound from

' Carroll, “Selected Music from the Eighteenth-Century Community of the Solitary at
Ephrata,” Unpublished paper prepared for the Ephrata Cloister Conference (Unpublished
Paper, 2000), 51.

' [Ephrata Community], Das Gesding der einsamen und verlassenen Turtel=Taube, 140~
144.

%% This study refers to the extended motet-sequence as the “Rose-Lilie-Blume sequence”
in order to correspond to the illuminated inscriptions found as page headings in most
settings of the work. It also uses the word “sequence” in order to indicate that it is a
compilation of several pieces of varying styles and text sources.



210

another collection or produced separately for a specific purpose,’’ and it contains some of
the most ornate and decorated illuminations of the oeuvre.

Carroll presents a conjecture that this work “may have been the midnight service
or nachtmette.”** She develops this idea based on the imagery in the text dealing with
midnight, waiting, and preparation of the bride (the community) for the bridegroom
(Jesus). Indeed, the images of roses, lilies, and flowers are significant in Pietist theology
from which Ephrata’s unique strain derives. This is reflected by Beissel’s source of
inspiration: Jacob Bohme, discussed in Chapter 1. Bohme described alchemical spiritual
change as follows: “Then the Lily-time will become a Rose-time, which will bloom in
May, when winter has passed, which is blindness to the godless, but a light to those who
see.”>

Whatever its social and religious function might have been, the Rose-Lilie-Blume
sequence is also significant for its musical difference. In addition to including a
considerable number of monophonic passages, this largely homophonic work includes
text written in above most of the music. The result is that in order to perform this work,
the singers would not need to refer to a text-only hymnbook while also holding a music
manuscript. Instead, they could use it like a standard modern hymnal. Like the antiphonal

hymn “Lobet den Herren, Lobet den Herren, dann er ist” described above, many passages

in the sequence are monophonic exchanges between various choral parts. Indeed, the

21 For the discussion of paper used in Winterthur, Col. 318, 65 x 555, see Chapter 2, 53—
54.

22 Carroll, “Selected Music,” 52.

> Jacob Bohme, De signature rerum, oder, Von der Geburt und Bezeichnung aller

Wesen (Facsimile reprint of the 1730 edition), ed. Will-Erich Peuckert (Stuttgart:
Frommanns Verlag, 1957), 65. Original text: “Der Lilien-Zeit zu einer Rosen, welche
wird Bluehn im Mayen, wann der Winter vergehet, dem Gottlosen zu einer Blindheit, und
sem Sehenden zu einem Licht.” Translation by Jeff Bach.
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work begins with a soprano section solo on the words “Der Geist.” This phrase is part of
a larger sentence (“Der Geist und die Braut sprechen: komm” — “The Spirit and the bride
say: Come”) that passes from the top of the soprano to the bottom of the bass. After these
sectional solos, all four parts sing the phrase “und, wer es horet” (“and let him that
hears”) in homophony (see Figure 4.21 for a manuscript version and Figure 4.22 for a

modern transcription).
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Figure 4.21: First page of Rose-Lilie-Blume Sequence from 1746 Ephrata Codex, |
LC, M 2116.E6 1746, section 4, page 209. Courtesy, the Music Division at the Library of
Congress.
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Figure 4.22: Transcription first page of Rose-Lilie-Blume Sequence. Complete critical
edition is in Appendix H.

It should be mentioned that the text of this section is from Revelation 22:17.
Through the framework of Ephrata theologyi, it is understood as a metaphor for a
community, represented symbolically by the bride, waiting for the bridegroom (Jesus).
Each part of the community makes separate statements followed by a coalescence of all
voices in measure 5. This helps to reinforce the strength of the words, “let him that hears
say: Come.” The subsequent tenor statement of “Ich komme” (“1 come”), and the alto’s
“schnell” (“quickly”), reinforces the image of an individual assuring the community who
answers, “Ja! Amen” (“Yes! Amen”).

Thus, the texture of this style of writing allows for a greater degree of creative
text setting than that found in standard Ephrata hymnody, which is the “style of a
chorale” mentioned above. Indeed, the section that correlates to the “style of a chorale”
instruction (see Figure 4.20) is essentially homophonic hymnody (see Figure 4.22). The
music is set to several stanzas, and all parts consistently sing the same words in the same

rhythms.
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3. Vers werden Chor weif§ gesugen,
In dem 4.V. setzet der 1. Chor an und singen Beyz[e Chor,
Die Braut hort zusammen bifs zu Ende

Second Choir: Three stanzas are sung with the following music in the style of a chorale.
In the fourth verse, the first choir joins in and all sing together until the end.
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Figure 4.23: Transcription homophonic section of Rose-Lilie-Blume Sequence. Complete
critical edition is in Appendix H.

What the presence of the “style of a chorale” marking indicates is a desire on the part of
Ephrata composers to provide a rhetorical differentiation between the freely and
expressively composed motet, and more formal hymnody. By juxtaposing these styles
within the same sequence, the relative variety of Ephrata composition is brought to the
fore. And the fact that this composition is so prominently featured throughout the oeuvre
indicates that its creation was celebrated and significant, not only for religious purposes,
but also for its creative value.
4.3 Practice

Very little is known about the practice of Ephrata music. Appendix G provides a
chronological ordering of all the known contemporaneous accounts discussing Ephrata
music and musical practice. Some of these writings provide clues suggesting how
Ephrata music might have been composed or performed. In addition, theories regarding
practice can be developed based on an analysis of various markings and other indications
in the primary sources. This section discusses these clues and the hypotheses we derive

from them.
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A. Contemporaneous accounts of Ephrata musical practice
The most illustrative of all the contemporaneous accounts of Ephrata music is that
of Israel Acrelius.”* All the relevant sections of his description of Ephrata music are
found in Appendix G, pages 344-347. Most notable is the description of a musical
service led by Beissel. A section of it reads as follows:
When they were all assembled, they sat for some moments perfectly still.
In the meantime Father Friedsam [Beissel] was seen to be preparing
himself; he held his hands upon both his sides, threw his head up and
down, his eyes hither and thither; pulled at his mouth, his nose, his neck,
and finally sang in a low and fine tone. Thereupon the sisters in the gallery
began to sing, the cloister brothers joined in with them, and all those who
were together in the high choir united in a delightful hymn, which lasted
for about a quarter of an hour. Thereupon Miiller [Peter Miller] arose and
read the third chapter of Isaiah...*>
As mentioned in Appendix G, this description is significant for the following reasons:

1. It establishes the geography of liturgy. The solitary brethren and sisters are
described as separate from the rest of the congregation, and Beissel is alone. The
sisters have a balcony that is secluded and private; no one can see them. Music
takes place in different parts of the worship hall, most likely antiphonally.

2. It describes Beissel as the intoner of pitch. For both musical events in the passage,

Beissel provides the starting note, after which other members of the congregation

take leadership.

** Acrelius, 373-401. See Appendix G, 349-352.
* Ibid., 393.
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3. It describes two separate pieces of music. The first is a “delightful hymn,” led by
the sisters, and then the brothers, lasting about 15 minutes. This could be the
Rose-Lilie-Blume sequence. The second is a “psalm” [i.e., hymn].*

4. Ttrestricts the activity of singing to the solitary brethren and sisters. Acrelius
notes that the congregation is silent during the second piece of music. He writes
that “different brothers understand vocal music,” which would suggest that
perhaps not all of the brothers sang.

5. It provides details about the mechanics of music performance. Two books (the
printed hymnal and the music manuscript) were required to perform hymnody.

6. It establishes that music was performed on a daily basis at Ephrata.

Acrelius’ account of the religious service describes music sung together by
Ephrata community members of both genders. However, he also describes a scene in
which only the women sing. In this particular case, he is invited to visit the sisters:

Their Prioress [Maria Eicher (Mutter Maria)] came out, and when she

heard our request, she bade us remain in the church until the sisters came

in the proper order to sing. We received an invitation, and went up a still

narrower set of stairs than any that we had before seen, and came into a

large room; in that there were long tables, with seats upon both sides of

them. Here there were some of the sisters sitting, and writing their

notebooks for the hymns — a work wonderful for its ornaments. Six of

them sat together and sang a very lovely tune. Both before and after the

singing, the sisters talked both with us and with Miiller quite freely about

one thing and another, and seemed to be quite pleased. Both at our

entrance and our departure we shook hands with each of them, and they

testified their friendship, according to their custom, by a peculiar position
and pressure of the hand.””’

*® The original Swedish-language account is unavailable. However, “psalm” in Swedish
translates as “hymn” in English, which would support this theory.
*7 Acrelius, 380-381. See Appendix G, 350.
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It is not clear whether these six sisters sang in parts or in unison. Nonetheless, the passage
is significant because it shows that music had not only a purpose in religious service, but
also in performance within daily routine. In addition, Acrelius reinforces the fact that the
sisters led the scriptorium and produced the music manuscripts.

Another contemporaneous account also mentions singing by the sisters. In 1772
(after Beissel’s death), the Reverend Jacob Duché (1737—-1798) visited Ephrata and wrote
this description:

Upon a hint given by my friend, the sisters invited us into their chapel,

and, seating themselves in order, began to sing one of their devout hymns.

The music had little or no air or melody; but consisted of simple, long

notes, combined in the richest harmony. The counter, treble, tenor, and

bass were all sung by women, with sweet, shrill, and small voices; but

with a truth and exactness in the time and intonation that was admirable. It

is impossible to describe to your Lordship my feelings upon this occasion.

The performers sat with their heads reclined, their countenances solemn

and dejected, their faces pale and emaciated from their manner of living,

their clothing exceeding white and quite picturesque, and their music such

as thrilled to the very soul.”®
The eccentric descriptive reaction of Duché notwithstanding, the account is especially
significant because it describes women singing in four parts. It should be stated that by
this point in Ephrata’s history, with Beissel dead and many of the other brethren either
gone or aged, the majority of the inhabitants were female. Thus, it would make sense that

musical practice might have been adapted for female-only performance. Or, perhaps

single-gender musical performance was an ongoing act throughout Ephrata’s history as a

%% [Jacob Duché], “Letter V. to the Right Reverend the Lord Bishop of B ----- L.
Philadelphia, Oct. 2, 1771,” in Observations on a Variety of Subjects, Literary, Moral,
and Religious. In a series of Original Letters, Written by a Gentleman of Foreign
Extraction, Who Resided Some Time in Philadelphia, 3" ed. (London: J. Deighton, 1791),
66—67. For the full account, see Appendix G, 353.
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result of celibacy and gender segregation. After all, the singing school started by Blum in
1740 was said to have been for the sisters only.

One other contemporaneous account, of a visiting governmental delegation in
1744, also discusses the single-gendered performance of music by Ephrata residents:

On June 23", while the Indians rested, our Governor with some of the

other delegates and many gentlemen went to Ephrata. Here they attended a

singing-hour of the single brethren, who sang choral music in four

voices... The governor and his party then visited the single sisters, who

also held their singing-hour, singing in chorus in four voices.*’
The occurrence of segregated “singing-hours” for the brethren and sisters corroborates
the notion that single-gender musical performance was present throughout Ephrata’s
history, and it reinforces the 1772 Duché description provided above.

The contemporaneous account descriptions led Carroll to propose that modern
performance of Ephrata hymnody could be accomplished by women’s or men’s choirs
alone.” For example, she suggests that “the sisters may indeed have taken the bass part

3! and “the men, singing in a hooty, thin quality... perhaps took the melody

up an octave,
where written, truly singing in a falsetto.”** Carroll is correct to note that there is no
definitive way of proving this, and “since nothing remained the same for long at Ephrata,

the voicings may have varied over the years.”

Whatever the case may be, it does appear
that there is sufficient evidence to support the assertion that four-part Ephrata music was

performed by single-gender ensembles. Carroll experimented with various permutations

** [Unknown], Der Hoch-Deutsch Pensylvanische Geschicht-Schreiber 49 (August 16,
1744), quoted in Reichmann, Felix, and Eugene E. Doll, Ephrata as Seen by
Contemporaries (Allentown, PA: The Pennsylvania German Folklore Society, 1953), 38—
39.

3 Carroll, Selected Music, 10.

31 Carroll, “Selected Music,” 49.

> Tbid.

*Ibid., 50.
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of voices, and presented several of them at an Ephrata Cloister Conference in 1995.%*
This was a valuable endeavor, and further exploration of her ideas with regard to voice
distribution would be warranted.

Beyond four-part hymns, there is also a good deal of speculation regarding the
frequency of performance for five-part music. Carroll’s explanation is that “since no
multiple copies of five-part books are extant, five-part singing in Beissel’s lifetime, if

»33 The claim that there are no multiple copies

done at all, would have been an exception.
of five-part music manuscripts is erroneous, as evidenced by the presence of the 1754
Paradisisches Wunderspiel Type 1.

Martin makes a different speculation about five-part music. For her, four-part
music is intended for single-gender performance (as evidenced by the 1744
contemporaneous account), but “in five-part music, usually used for public worship, the
bass parts were sung by men, the upper parts, including the tenor, being taken by
women.”*® Unfortunately, Martin does not provide research or a rationale for this rule. In
addition, Acrelius’ account of the entire congregation singing a hymn (likely in four
parts) would seem to reject Martin’s idea regarding single-gender performance of four-
part music.
B. Markings in the Music Manuscripts

Markings in music manuscripts also provide clues regarding musical practice at

Ephrata. For example, in the Register at the back of Winterthur, Col. 318, 65 x 554 (a

** Carroll, “Performance Practices in the Music of the Ephrata Cloister,” Unpublished
Paper Prepared for the Ephrata Cloister Conference, September 8-9, 1995, no page
numbers.

3% Carroll, “Selected Music,” 19.

3 Martin, 294.
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music manuscript for the 1739 Zionitischer Weyrauchs Hiigel Type 1) small inscriptions
denoting “cor” are written next to specific hymns (see Figure 4.23). These designated
hymns are antiphonal settings, as indicated by performance directions above the music in
the manuscript. For example, the hymn “Nun ihr Vlcker all frolocket” on page 111 of
the manuscript has the antiphonal indication “/. Chor,” signifying that the “first choir” is
singing. Presumably, the “cor” inscription in the Register would denote that the user of

this hymnal was part of the first choir.
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Hiigel Type 1, Winterthur, Col. 318, 65 x 554. Courtesy, the Winterthur Library: Joseph
Downs Collection of Manuscripts and Printed Ephemera.

A review of all of the “cor” designations throughout the Register of Winterthur,
Col. 318, 65 x 554 reveals that they mostly correspond to hymns sung by the first choir.
These hymns are “Edelste Weisheit vergniigt,” “GroBer Herr darff ich was,” “Ich freue
mich in meinem Geist,” “Jesu hilff schau doch in Gnaden,” “Liebster aller lieben meiner
Seelen,” “Mein Heyland gib mich mir zu kennen,” “Nun ihr Volcker all frolocket,” “O

Jesu lehre mich wie ich dich finde,” and “Preil3, Lob, Ehr, Ruhm.” Interestingly, these
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last two listed hymns do not have any antiphonal choir designation above the notated
music in the manuscript, which would then suggest that perhaps they might have been
assigned to a single choir after the music manuscript was completed.

Winterthur, Col. 318, 65 x 554 also includes markings of “2” in the Register.
These markings correspond to instances in which a hymn is set twice on the same page,
and have nothing to do with a second choir designation. The “2” is written next to the
following hymn listings: “Das Weitzen=Kornlein kommt doch,” and “Jesu rufe mich von
der Welt.” A different marking — “2 cor” — is written next to the listing for the hymn
“Wer ist diese Fiirsten.” In the music manuscript, the hymn is set on page 96 and page
113.>” Whereas the setting on page 96 does not have any antiphony designations, the
setting on page 113 has “/. Chor” written above it. So then what does the “2 cor”
marking mean? One answer is that it serves to indicate that the setting on page 113 is not
for the first choir, but rather for the second choir. Another possible explanation is that “2”
refers to the fact that there are two different settings of this hymn in the manuscript, and
“cor” refers to the first choir designation, serving the same function as “cor” markings
above. This explanation is not entirely plausible, given that several other hymns are set
twice throughout the music manuscript. Why do they not also receive “2” markings?

One other inscription is included in the Register next to the entry for the hymn
“Thr Knecht des Herren allzugleich.” The marking here reads “2te cor” (“second choir”)
and under it is written “nun i (“now I”’). A plausible interpretation of this would be that
the book user was originally assigned to the second choir for this hymn — and indeed, the

hymn on page 112 is assigned to the second choir. The inscription “nun i might mean

" The Register lists one of the pages as 103 (instead of 113). This is a mistake.
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“nun ich” (“now I”). It could also mean “now 1,” as in, “now, the first choir is assigned to
this piece,” as opposed to the second choir. This latter explanation is more plausible. In
general, the first choir soprano range in this music manuscript tends to extend higher and
have a higher tessitura than the range for the second choir soprano. An exception for the
second choir is in the hymn in question: “Ihr Knecht des Herren allzugleich.” Here, the
soprano is required to sustain higher notes. It is likely that the user of this hymnal, if she
was indeed a soprano, would have been assigned selectively to choir 2 as an individual or
with her section in order to help with the high notes. Such a practice is logical and used
by many choirs today.

In sum, the markings found in the Register of Winterthur, Col. 318, 65 x 554
yield clues about performance of Ephrata music. They indicate that the music manuscript
was used by a specific person who needed to remember and/or correct specific details,
and made notes in order to reflect that. Unfortunately, user markings are scarce
throughout the Ephrata oeuvre, but further study and scrutiny of them might provide
more hypotheses regarding performance.

C. Revisions of Music

Musical revision is evident as part of the compositional process in some hymns.
This can be seen using the example of the hymn “Wann Gott sein Zion ldsen wird” (text
by Conrad Beissel). In music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel

Type 1, the hymn appears thus (see Figure 4.24):
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Figure 4.25: “Wann Gott sein Zion 16sen wird” in Music Manuscripi for 1739
Zionitischer Weyrauchs Hiigel Type 1. Winterthur, Col. 318, 65 x 554, page 4. Courtesy,
the Winterthur Library: Joseph Downs Collection of Manuscripts and Printed Ephemera.

The hymn is in A minor, and as such, the melody in the soprano part is in the middle of

the range. The modern transcription is as follows (see Figure 4.25):
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"Wann Gott sein Zion 16sen wird"
from Music Manuscript for Zionitischer Weyrauchs Hiigel Type 1
Winterthur Museum, Garden & Library 65 x 554, page 4
Music by Ephrata Community
Text by Conrad Beissel
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Figure 4.26: “Wann Gott sein Zion 16sen wird,” transcribed from Music Manuscript for
1739 Zionitischer Weyrauchs Hiigel Type 1. Winterthur, Col. 318, 65 x 554, page 4.

By contrast, the same hymn is set twice in music manuscripts for the 1739 Zionitischer

Weyrauchs Hiigel Type 2. One of the settings contains the same melodic elements, nearly
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similar voicings, and analogous rhythms. However, it is transposed up by a minor third,

in the mode of C minor. The setting appears thus (see Figure 4.26):

.(’W’I}ﬂmzvc,m Ao q\&"‘]ﬂ ~ ' ¢
Figure 4.27: “Wann Gott sein Zion losen wird” in Music Manuscript for 1739

Zionitischer Weyrauchs Hiigel Type 1. Winterthur, Col. 318, 65 x 562, section 2, page
114. Courtesy, the Winterthur Library: Joseph Downs Collection of Manuscripts and
Printed Ephemera.

The modern transcription follows (see Figure 4.27). Note that the all parts are set higher
as a result of the transposition, and this gives the work a brighter sound resulting from

vocal range:™®

*® This judgment regarding range is predicated on the idea that some sort of relative pitch
relationship existed as a baseline difference between the modes of A minor and C minor.
Based on previous discussion (see Chapter 3, 117-118), it is difficult to ascertain if a
concept of absolute pitch existed.
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"Wann Gott sein Zion 16sen wird"
from Music Manuscript for Zionitischer Weyrauchs Hiigel Type 2
Winterthur Museum, Garden & Library 65 x 562, Section 2, page 114
Music by Ephrata Community
Text by Conrad Beissel
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Figure 4.28: “Wann Gott sein Zion 16sen wird,” transcribed from Music Manuscript for
1739 Zionitischer Weyrauchs Hiigel Type 2. Winterthur, Col. 318, 65 x 562, section 2,
page 114.

The transposition of pitch is not the only difference between these two versions; there are

other subtle variants. For example, in measure 1 of the C minor setting (see Figure 4.27),
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the soprano part contains a B-flat. This betrays the usual B-natural (raised seventh scale
degree) found in the mode of C minor, and thus gives the piece a modal quality. The
other location in which a B-natural would be expected is measure 8, with the logic based
on the presence of the G-sharp in the version presented in Figure 4.24. However, a B-flat
occurs again in this location in the C minor example. The other notable variant is the
meter and rhythm, which is different between transposed versions. Neither metrical
construct represents an egregiously awkward setting of the text. It is therefore difficult to
make a judgment concerning which rhythmic setting is more effective.

The C minor version appears in other music manuscripts, including those for the
1739 Zionitischer Weyrauchs Hiigel Type 3 (for example, in HSP, Cassel Collection,
Document 11, section 4, page 131), the Ephrata Codex (section 3, page 171), and the
1747 Turtel=Taube Type 1 (for example, in Winterthur, Col. 318, 65 x 555, page 119).
The settings for this grouping of Turtel=Taube contain a leading tone B-natural in the
soprano in measure 1 and measure 8. In this case, B-flat is omitted from the key signature
for the soprano part, therefore giving the soprano a B-natural in the opening measure.
This is more of a direct transposition from the A minor version, and it also indicates more
of a tonal conception as opposed to a modal one. Table 4.3 summarizes this discussion,
visually representing which music manuscripts contain versions of “Wann Gott sein

Zion” in the two different modes.
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Transposition Mode of A minor Mode of C minor

Music * 1739 Zionitischer * 1739 Zionitischer Weyrauchs Hiigel
Manuscript Weyrauchs Hiigel Type 1 Type 2

Type * 1739 Zionitischer Weyrauchs Hiigel

Type 3
* Ephrata Codex
* 1747 Turtel=Taube Type 1

Table 4.3: Two transpositions of “Wann Gott sein Zion ldsen wird” and their presence
distributed in various music manuscripts throughout the Ephrata oeuvre.

The existence of these two different transpositions of the same hymn presents the

idea that a revision was carried out after one of the versions was created. The challenge

of this hypothesis, however, is that it is not possible to know which version came first,

based on the lack of data regarding chronology. As explained in Chapter 2, the possible

range of dates for creation of music manuscripts for the 1739 Zionitischer Weyrauchs

Hiigel Type 1 is definitely post-1739, likely post-1746, and potentially circa 1751. By

contrast, it is easier to assign dates to the music manuscripts in which the C minor

transposition of “Wann Gott sein Zion” appears. Music manuscripts for the 1739

Zionitischer Weyrauchs Hiigel Type 2 are no earlier than 1742 and no later than 1746.

Type 3 is definitively dated to 1746, as is the Ephrata Codex. And music manuscripts for

the 1747 Turtel=Taube Type 1 are securely dated between 1747 and 1749.

One way to make sense of these sources is to view the A minor version as the first

one and the C minor version as the transposed revision, given its presence in four times

as many music manuscript types. This hypothesis essentially casts the A minor version in

the role of a sketch and the C minor transposition as an improvement. However, because

music manuscripts for the 1739 Zionitischer Weyrauchs Hiigel Type 1 are potentially

dated as late as 1751, it could suggest an opposite scenario: that the A minor version was

the transposed revision. This second theory makes sense if we consider the modality of

the C minor version (with the flattened seventh scale degree B-flat) and the relative



228

tonality of the A minor version (with the presence of the G-sharp as raised seventh scale
degree). The G-sharp (and the B-naturals in music manuscripts for the 1747
Turtel=Taube Type 1) would therefore be corrections to an original version that was
decidedly more modal.

If it is indeed the case that the A minor version came second, then it begs a
practical question: why was a transposition necessary? One hypothesis would be that a
lower-pitched version would have been preferred by the performers. Given the close
affiliation of sisters’ names found in inscriptions to music manuscripts for the 1739
Zionitischer Weyrauchs Hiigel Type 1, and taking into consideration the historical
accounts of single-gender musical practice at Ephrata, perhaps an all-female performance
might have been intended for the A minor version of “Wann Gott sein Zion.” If we
introduce Carroll’s aforementioned revoicing theories to this idea, then the actual
performance of the hymn might have been carried out with the bass part sung up the

octave, thus (see Figure 4.28):
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"Wann Gott sein Zion ldsen wird"
from Music Manuscript for Zionitischer Weyrauchs Hiigel Type 1
Winterthur Museum, Garden & Library 65 x 554, page 4
Music by Ephrata Community
Text by Conrad Beissel
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Figure 4.29: “Wann Gott sein Zion 16sen wird,” transcribed from Music Manuscript for
1739 Zionitischer Weyrauchs Hiigel Type 1. The bass line is transposed up an octave into
second alto part. Winterthur, Col. 318, 65 x 554, page 4.
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This re-voiced A minor version reveals that the bass part, when placed up the octave,
essentially becomes a second alto part that frequently sings in unison with the alto, and in
several sections of oblique and/or contrary motion. The closed position of many of the
harmonies brings the parallel motion in the parts into clearer focus, and in addition, the
tenor on the bottom creates more 6/3 sonorities than the Ephrata treatise presumably
would allow. Nevertheless, this A minor version with the bass part moved up the octave
is viable for performance, thus corroborating the contemporaneous accounts of musical
practice along with Carroll’s theories.
D. Music Marginalia in Printed Hymnals

One other feature of Ephrata music that provides clues about its practice and
performance is the presence of music marginalia in many of the printed hymnals. We
remember that the printed hymnals (produced first by Benjamin Franklin, then by
Christopher Sauer, and finally by the Ephrata press itself) were compendiums of hymn
texts that were intended for musical settings. By contrast, the music manuscripts were
created usually with hymn text incipits and hymnal correspondence numbers notated
above the music (see Figure 4.8, Figure 4.9, Figure 4.10, Figure 4.16, Figure 4.17, Figure
4.18, Figure 4.24, and Figure 4.26 for examples). As noted above, the intention was for
singers to simultaneously use both sources — the printed hymnal and the music
manuscript — while performing. In addition, as mentioned previously, Israel Acrelius’
contemporaneous eyewitness account of an Ephrata religious service corroborates this
practice.

The use of two books in order to perform is predicated on the idea that there were

enough music manuscripts for religious services to function properly. This, however, was
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likely not the case. The music manuscripts, as seen in the many photographs presented
throughout this dissertation, were intricate devotional creations that took a great deal of
time to copy and decorate. It was probable that production of music manuscripts was not
fast enough to meet demand for performance and also the rate of new composition. Thus,
other methods of music notation were necessary in order to perform newly written hymn
settings. The result was the notation of music in the margins of printed hymnals, starting

with the 1749 edition of the Turtel=Taube.

m,'w\ I :
bervoder - : :
ber Beit feiy 3?5{5'"’ PLifft toy gy = |

Alehy gor~ 2
¢ l‘gf&mw“, h‘s' m“bl‘ﬂg‘w" Uy, p— D.
net i g Crabrt; Gotted Gnad. :
Paitir, 3"(,: t’bl:;:nm:n fie aum{{,’{,,”ﬁ,&mm% %ﬁmﬁgﬂfl{m&g et 20. 9;@30';0?;3‘;;‘“‘;@55:
a0 fnunery @prs G0 iy IO e @ang berabe. oty Zroft GeelioNeq
a8 unfier: Rron s laﬁmum;%“ ""th"a am\n'; B oé ‘,‘f;,’:;ffgf{,‘ﬁf{;ﬁ ©tgenfort mach dee il g
Y g b 11g) 00! ) J s i [ e
o '?:‘l’kwb FOnft ichg 3 o ;;?th.éﬂ?b‘éf;.; ' Q2 ek o feinee ﬁ;ﬁié’?éﬁ?ﬁfﬂ&ﬁé‘ﬁ& alz
tn eaamf%ﬁ?"’&&‘ﬁ{f‘,"' fep z‘emﬁ baf ﬁ?gg;m boriin:";iric%mar:g fer %,':Séf;»%m?n 4 gebm
18 Defeerst pgg, Wi e, mit poyyg fezinmandemdr -Gang. ;
1o, ecifty fhrem 22 Drum acht cr nicht das
Buir b iy 345, "0 B i Sy s oong. "™ & on, rne Drange
igeeif, 3 %ﬂ frem m * rs.Und anet dorthin fhaus thm antbut : weil ¢t fih) e
Dty nﬁzimm felgen Blick: wo- vevfehen, febrodcht nichtes iy
bft 31 Tmeauf i @iy oy it cin Schmerty surik. 23, G dulfet alle Plagem,
Wird i die @ nﬁtt"(?beg;el;z‘;k mn@ntulqr Darfieng- Stin Jammer \girb ber: mvnlttrroftumﬂellt:'(l?nb%tpb:
fei1t Geroing, 9. @ bat fein ) fein @eift gebt qus der vet beine Klagen, dringt ein ing:
bt in rdmtﬁémnmr: gf’umfﬂ"'“m i i g ui Ry 9‘“"5:?& lmé}tixb
und ' et et fi o fein jungfraulicy RIeid 24, Wo alle ) nnd Sot=
ﬁimmbic(mgﬁ.ﬁ;? F‘m%bttn jener Sio ﬂm - QBortn ev wird exfebeinen gen fich enden fn wiel Jreuds
GO bty " a0l § e St Sron: et e Mo e
¢ il ] \ cinen [a 2
3. @1 [egt die Sorgen nfeder neif o M‘;ﬂ& g D bt beteit't die Kron, f??;fé“ﬁ?{',}‘n"“”

bor SOff auf den Altar, per. i 1. Wann ¥
felbe trdfet hn wicder ’nt::t‘ N tn,b;%% 'ﬁ Ai‘ o btﬁrr;?g S het Ivagbiet im Crcug-Siltag

3% 25
@;{%’?mm D¢t gegeben g“;‘wm;l‘mﬁm ~ epdun gamm verfrauct, fo den SNuth.

Gre @ rr. Db ; i tine Rub: o geopffert auf tn Weinen u
R i o o f Sy g USID manchcicy et &
Groen, undwie es 1hin eqeht, gen .ﬂ?bt P :’,‘1 sieniae “"J[;‘%!\n\r Bftrémufi ev Gebhen den wer ol nﬁul;‘t; gm;n‘?é;

wug it gum, inobne Raly: v ie: 4
S Dpifer werdgn, " xa, Auchbaniy & Sues. e m;"fnz%%t T:‘]&l“b felber roorden fefyy
£l . N ¢ A

1l Setvin.
e z

Figure 4.30: Music marginalia of soprano and alto parts in 1749 Turtel=Taube printed
hymnal. Free Library of Philadelphia, PA GER EPHRATA 1747 G33, pages 326-327.
Courtesy, Rare Book Department, Free Library of Philadelphia.
As Figure 4.30 illustrates, music is written in the margins above and below the
text. It is in two staves with the soprano part on top and the alto part on the bottom, as
indicated by the clefs at the start of each line. The music corresponds to a specific hymn

or hymns located on a given page. For example, music notated above the text in Figure

4.25 corresponds to the text of “Ein Priester, der gegeben sich” which is on page 326 and
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numbered 25. The musical setting notated across the bottom of the example corresponds
to the stanza “Zwar 6fters mufl er gehen,” which is on page 327 and which is part of the
larger hymn “Ein Priester, der gegeben sich,” mentioned above. In some instances, in
order to indicate which text is set, the scribe will write symbol next to the printed

corresponding text. Figure 4.31 shows this detail for “Zwar 6fters muf3 er gehen.”
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ngure 4.31: Detail of text indication symbol and music marginalia of soprano and

alto parts in 1749 Turtel=Taube printed hymnal, page 327. Free Library of Philadelphia,
PA GER EPHRATA 1747 G33. Courtesy, Rare Book Department, Free Library of
Philadelphia.

Figure 4.30 and Figure 4.31 provide examples of soprano and alto marginalia.
Other permutations of music notation exist in the margins of printed hymnals, including
soprano-tenor, soprano-bass, and more than two parts. One volume held at the State
Library of Pennsylvania includes all four parts across three staves. In this particular
hymnal, the alto and the tenor are placed on the middle stave with a green color used to
indicate the tenor part (see Figure 4.32 for an entire verso-recto pair, and Figure 4.33 for
a detailed view). Figure 4.32 also includes an authorship designation for “Br. Agonius”

above the hymn “Die Liebes=Gemeinschafft,” to which the music marginalia

corresponds. A discussion of authorship is provided in Chapter 5. Regardless of the
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number or permutation of voices in the music marginalia, the one voice part that is

constant across all copies is the soprano part.
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Figure 4.32: Music marginalia of soprano, alto, tenor, and bass parts in 1749
Turtel=Taube printed hymnal. State Library of Pennsylvania, RB EpB83 093 1747 c.1,
pages 320-321.
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Figure 4.33: Detail of music marginalia of soprano, alto, tenor, and bass parts in 1749

Turtel=Taube printed hymnal, page 320. State Library of Pennsylvania, RB EpB83 093
1747 c.1.
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It should be noted that not all printed hymnals contain marginalia. Most available
copies of printed hymnals contain no handwritten notations. It appears that the presence
of marginalia likely corresponds to printed hymnal ownership. In some copies, the
owners wrote their names on the title page. This was the case for Johannes Gorgas, a
householder of Ephrata, who owned a copy of the 1749 Turtel=Taube printed copy with
soprano-tenor marginalia. In 1803, Gorgas sold his copy to Johannes Bauman, another
householder. This transfer of ownership is indicated in black ink on the blank page facing
the title page (see Figure 4.34). The presence of owners’ names in printed hymnals of
Ephrata solitary brethren and sisters does not appear to have been a trend; indications of
book ownership by individual solitary members largely appear in music manuscripts. The
householder inscriptions, however, provide valuable clues as to the rationale for the

presence of specific music marginalia.
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Figure 4.34: Title page of 1749 edition of Turtel=Taube with ownership notations in
black ink. State Library of Pennsylvania, RB EpB83 093 1747 c.2.

Indeed, most of the hymns throughout the 1747 and 1749 Turtel=Taube are set to
music. Why then do only specific hymns receive marginalia? It is serendipitous that in
his 1959 master’s thesis, Carl T. Holmes provides a clue.*’ Quite unknowingly, Holmes
laid the foundation for this study’s findings. His thesis established correspondence
between two Ephrata sources: the music marginalia in a copy of the 1749 Turtel=Taube
in the Huntington Library in San Marino, California, and the Ephrata Codex in the United

States Library of Congress. The thesis looks at each instance of marginalia throughout the

** It should be remembered that title pages for the 1749 Turtel=Taube retain the 1747
title page. It is only after page 295 that the two different editions diverge in textual
content.

* See Carl T. Holmes, “A Study of the Music in the 1747 Edition of Conrad Beissel’s
Das Gesaeng der einsamen und verlassenen Turtel-Taube: Huntington Library 39957,
Evans 5959 (Master’s thesis, University of Southern California, 1959).
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printed copy and links it to specific hymn settings in the Codex, accounting for any
possible variants between the two.

It appears that Holmes was unaware of other Ephrata imprints containing
marginalia. He also did not consult any other Ephrata music manuscripts. However, his
diligent and careful work created the framework for investigation in this study. By taking
his methodology one step further and using Viehmeyer’s Index as a guide, we observe
that the majority of music marginalia found in printed copies of the 1749 Turtel=Taube
corresponds uniquely to the music found in the Ephrata Codex. For example, Figure 4.29
contains music marginalia for the hymns “Ein Priester, der gegeben sich” and “Zwar
ofters muf} er gehen.” The first of these (“Ein Priester, der gegeben sich”) is set at least
twice in the Ephrata oeuvre,*' as found in music manuscripts for the 1749 Turtel=Taube
Type 1 (page 78) and the Ephrata Codex (section 5, page 216). The settings in these two
music manuscript types are different; the music in the marginalia discussed above
corresponds to the setting in the Ephrata Codex. In addition, this setting is not found in
any other Ephrata music manuscripts. “Zwar 6fters muf} er gehen” is even more
remarkable (see Figure 4.35); among Ephrata music manuscripts it is only set in the
Ephrata Codex,* and its setting corresponds to the music marginalia in the Turtel=Taube

print (see Figure 4.30 and Figure 4.31).

4 Viehmeyer, Index, 63.
42 Viehmeyer, Index, 296.
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Figure 4.35: Setting of “ZW;.I‘ ’éifteré muB er gehen” in Ephrata Codex.
LC, M 2116.E6 1746, section 5, page 216. Courtesy, the Music Division at the Library of
Congress.

This singular concordance between the Ephrata Codex and music marginalia
reveals the purpose of writing music in the margins of the printed copies: this notation
was intended for performance. The rationale for this stems from a simple chronological
analysis. The Ephrata Codex is dated 1746 with possible subsequent additions made. As
discussed in Chapter 2, a trend in Ephrata music manuscript creation was to produce
manuscripts in advance of printed hymnals. What is likely is that the texts to the 1749
Turtel=Taube hymns set in the Ephrata Codex were available to Ephrata composers
before the 1749 printing. It was only after the printing of the hymnals that the texts were
widely available to the community. Rather than create new music manuscripts reflecting
settings like “Zwar 6fters mul3 er gehen,” instead it appears that a communal decision
was made to copy the version in the Ephrata Codex into the margins of various printed
hymnals. Presumably the marginalia work was sufficient enough to preclude the
necessity of a creation of a new type of music manuscript.

The notation of marginalia seems to have been carried out in accordance with the

voice part sung by the owners of the hymnals. For example, it appears that Johannes
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Gorgas (or the previous owner of the hymnal in Figure 4.34) likely sang tenor. We come
to this conclusion due to the presence of soprano and tenor marginalia.”® The fact that the
soprano part manifests across all marginalia indicates that for Ephrata singers, knowing
one’s part in relation to the soprano was important.

As one observes in Figure 4.35, and as discussion in Chapter 2 emphasizes, the
Ephrata Codex is a music manuscript in which almost all musical settings are for five
voices (soprano, alto, tenor, bass, and second bass). A notable exception to the
correspondence of music marginalia to the Ephrata Codex is the setting of the second
bass part; music marginalia containing notations for the second bass part is found in none
of the printed hymnals to which we had access over the course of this study. What does
this suggest about the creation and performance of the extra bass part? Does it imply that
the secondary bass part was not to be performed from the printed hymnal? Or does it
indicate that the owner of the Ephrata Codex — Conrad Beissel himself — was to sing the
second bass part? If this were indeed the case, it would firmly identify Beissel as a bass.
It would therefore also reinforce the Ephrata treatise’s predilection with the flattening of
sound, given that if a choir falls too flat, the basses can no longer sing their low notes.

The study of marginalia in Ephrata printed hymnals requires additional study.
First, it is important to mention that not all of the music marginalia is the same across
various imprints. A compelling future study would investigate why this is so. In addition,
the order of hymns that receive musical setting in the margins is not uniform; some

printed hymnals have copious amounts of marginalia, others contain much less. In

* It is unlikely that Gorgas sang soprano, given his gender. That being said, the above
speculation regarding single-gender singing practice does not rule out the possibility that
soprano parts were sung by men down the octave.



239

addition to these variations found in the 1749 Turtel=Taube, there is one other Ephrata
imprint containing marginalia: the 1766 Paradisisches Wunderspiel ** For this large
printed compendium — the last self-produced volume of the Ephrata press — marginalia
is found in only two known extant copies. Both are held today in the Ephrata Cloister
Collection (see Figure 4.36), and one contains the “cheat sheet” compositional tool seen
in Figure 3.18 in Chapter 3. Given that there is no known music manuscript that
corresponds to this printed hymnal, the rationale for its music marginalia is enigmatic.

Ideally, future studies will address these unexplained elements of Ephrata music

marginalia.

Figure 4.36: Music marginalia of soprano and bass parté in 1766 Paradisisches
Wunderspiel printed hymnal. Ephrata Cloister Collection, EC81.1.1, pages 328-329.

* This is not to be confused with the 1754 Paradisisches Wunderspiel print-manuscript
hybrid.
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Chapter 5: Authorship and Gender at Ephrata

At this point, we return to the Ephrata treatise and accompanying modal charts,
which together served as a music composition manual for the members of the Ephrata
community. In Chapter 3 and Chapter 4, we investigated the application of the voicing
rules found in the treatise and the modal charts, and we verified that they were used
consistently, and most likely in a systemized fashion for composition. This study is not
the first to explore this idea. In his master’s thesis on Ephrata music, Thomas E. Owsinski
also approached the notion of a set procedure of composition. This lengthy passage from
his study is worthy of inclusion here:

While there is no evidence to suggest that anyone other than
Beissel is responsible for music composition at the cloister, the question
remains open for debate. Although there is sufficient evidence to establish
that many members of the cloister community authored hymns, based on
no strong evidence to the contrary Beissel is considered to be the sole
composer of all musical settings. There are several factors, however, to
suggest that perhaps there were others who contributed to music
composition at Ephrata. First, several different styles of composition were
evident at Ephrata. Composition in from two to seven voices, strophic and
non-strophic music and both large and small-scale settings are found
through the corpus of music at Ephrata. This might suggest that if persons
possessing varying degrees of musical proficiency were not directly
involved in the composition process, there were, at least, outside
influences at work that resulted in such a great variety of musical settings.
Second, if Beissel was solely responsible for all elements of music
composition at Ephrata, there would have been no need to create schedules
and detailed instructions for the harmonization of melodies. Lastly, the
sheer volume of music composed at Ephrata suggests that there might
have been more than one person responsible.

If more than one person was responsible for music composition at
Ephrata, it is possible that other persons were solely responsible for certain
compositions, or that Beissel was assisted by others in his composing.
Perhaps Beissel developed his harmonization schedules so that he could
compose melodies, then turn them over to other members of the
community to be harmonized according to his instructions. This practice
would parallel the practice of illumination at Ephrata, where ornate
drawings were created as line drawings and then painstakingly filled in to
create the beautiful artwork for which Ephrata is famous, making the
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practice of harmonization, like that of illumination, an exercise in
discipline and mortification rather than creativity.'

Owsinski’s logic is compelling. Indeed, there is probably no reason for the existence of
the modal charts (“harmonic schedules,” in his terms) other than to illustrate the rules of
voicing for those who wished to learn them. What is more, the “cheat sheet” found at the
end of Ephrata Cloister Collection, EC 2016.2.1, which was discovered after the course
of the research for this dissertation (see Figure 3.18) further bolsters his argument. It
reveals a different voicing rubric format, and strongly suggests that people other than
Beissel composed, or at least harmonized, the hymns.

Owsinski’s speculation fuels a hypothesis of this study: Ephrata composition took
place in a workshop setting. As was illustrated in Chapter 3 and Chapter 4, once a text
and a melody were established, any hymn could be harmonized according to the rules of
the modal charts, provided the person doing the harmonization knew which mode he or
she were applying. But a key question remains: who exactly were performing this task of
harmonization? The answer is far from clear.

We do know from contemporaneous sources, particularly the Chronicon and
Israel Acrelius’ account, all of which have been cited throughout this dissertation, that the
sisters led a scriptorium in which music was copied. We also know that several brothers
dedicated the Ephrata Codex to Conrad Beissel. If Beissel supplied hymn melodies based
on hymn texts, then it is likely that the people who worked in the scriptorium harmonized

them. After this, they would have copied these settings into other manuscripts of the same

type.

! Thomas E. Owsinski, “Jeremia from the Paradisisches Wunder-Spiel: A Critical Edition
and Study of a Musical Document of the Eighteenth-Century Ephrata Cloister” (Master’s
thesis, West Chester University of Pennsylvania, 1997), 144—145.
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However, does this procedure of harmonization and copying constitute
“authorship?” The notion of individual creation at Ephrata, and, arguably, throughout the
eighteenth century, is quite different from the modern concept of authorship. In her work
on music and the first century of printing, Kate Van Orden discusses the challenges we
encounter by applying our modern idea of authorship to a historical social construct in
which the role of a writer was quite different. As a point of reference, she looks to Michel
Foucault for a suitable definition:

Unlike a proper name, which moves from the interior of a discourse to the

real person outside who produced it, the name of the author remains at the

contours of texts — separating one from the other, defining their form, and

characterizing their mode of existence. It points to the existence of certain

groups of discourse and refers to the status of this discourse within a

society and culture. The author’s name is not a function of a man’s civil

status, nor is it fictional; it is situated in the breach, among the

discontinuities, which gives rise to new groups of discourse and their

singular mode of existence.”

In other words, the modern author does not merely produce text; s’he has an identity as a
creator, and this identity gives her/him social meaning. Van Orden argues that those who
created music during the first half of the sixteenth century did so as part of a broader
identity of musicianship, rather than specific authorship. Composer status was not
necessarily assumed for them; indeed, composers’ function was principally that of
performers or “producers of events.”

Van Orden proposes a two valuable questions: “What do we miss when we adopt

authorship as a fundament of music history?” and, “What cultural complexities are erased

* Michel Foucault, “What Is an Author?” in Language, Counter-Memory, Practice:
Selected Essays and Interviews, ed. Donald F. Bouchard, trans. Donald F. Bouchard and
Sherry Simon (Ithaca, NY: Cornell University Press, 1977), 123.

? Van Orden, Music, Authorship, and the Book, 11.
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when we seek to assign written music to an author?””* Our understanding of Ephrata
certainly has a capacity to shift when we adjust our study to these questions. Thus, we
reasonably assert that the people who created the texts and music of Ephrata did not
imagine a sole identity defined by authorship of text and music. Their creations were not
intended with a function of, in Foucault’s words, “separating of one from the other.”
Rather, the Ephrata creators viewed their writing of hymns as a devotional activity, and
part of a communal effort. In this context, they did not inhabit the role of “author” in our
modern sense.

However, there did exist at Ephrata a conflict between communal obligation and
individuality. Bach explains that this is seen most clearly through the writings of Ezechiel
Sangmeister, who lived at Ephrata from 1748 to 1752, and again after 1764 until his
death in 1785. Sangmeister’s writings illustrate the tension “between a gathered

community and an individual quest for God.”

And this tension is seen throughout
Ephrata history. Although the goal of a harmonious community was always implied,
individuals or small groups frequently aired their grievances or rearranged their living
situations to exhibit personal protests against Beissel or other colleagues.’ The
implication is that although a communal focus was a stated objective, self-regard

frequently rose to the surface, placing the demands for recognition of individual acts at

the fore.

* Kate Van Orden, Music, Authorship, and the Book in the First Century of Print
(Berkeley, CA: University of California Press, 2014), 4.

> Bach, 62.

®Ibid., 65-67.
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5.1 Authorship Inscriptions in Printed Hymnals

The notion of authorship at Ephrata could perhaps be viewed as a litmus test for
the study of communal versus personal priorities and identity in the settlement. For
example, we can tell from various inscriptions in printed hymnals that there was indeed a
correlation between an individual and his/her specific textual creation. In many printed
hymnals, and especially in the 1747 and 1749 Turtel=Taube, the names of various writers
are indicated before hymns (see Figure 5.1 and Figure 5.2). Those that are included are
usually M. Maria, V. Friedsam (Beissel), S. Rahel, S. Ketura, S. Foben, B. Jonathan, B.
Nathan, B. Agonius, and several others among a familiar cast of characters whose names

appear repeatedly throughout Ephrata imprints, in the Chronicon, and in “Die Rose.”
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Figure 5.1: Authorship indications for “M. Maria” and “B. Agonius.” Print of 1749
Turtel=Taube. Pennsylvania State Library, RB EpB83 093 1747 c.1, pages 310-311.
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Figure 5.2: Authorship indication for “M. Maria” written above the hymn “Das Leiden
wiahret kurtze Zeit.” Detail in print of 1749 Turtel=Taube. Pennsylvania State Library,
RB EpB83 093 1747 c.1, page 310.

Why are these names included in handwriting but not in print? An answer to this
question emerges by examining a late set of printed hymnals. Viehmeyer’s extensive
study of Ephrata hymn texts reveals that authorship indications for hymns are included in

print (as opposed to handwriting) in the 1762 Neuvermehrtes Gesding der einsamen

Turtel=Taube’ (see Figure 5.3).

7 Viehmeyer, “The Bruderlied and the Schwesterlied,” 127.
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Figure 5.3: Authorship indication for “S. A-----A,” presumably “Schwester Anastasia” or
“Schwester Athanasia.” Detail in print of 1762 Neuvermehrtes Gesdng der einsamen
Turtel=Taube. Free Library of Philadelphia, EPHRATA 1962, page 328-329. Courtesy,
Rare Book Department, Free Library of Philadelphia.

As can be seen in Figure 5.3, the indication — S. 4-----4 — for the name of Sister
Anastasia (or is it Sister Athanasia?) is far from explicit. This inscription, bearing only
the first and last letters of the sister’s name, would not have been clear to anyone other
than an Ephrata insider. Nowhere in this printed hymnal are to be found completely
spelled-out names; all follow the same cryptic format. Thus, the inclusion of the names in
the 1762 Neuvermehrtes Gesdng printed hymnal seems to serve a function that is internal
to the community. Viehmeyer surmises that the authorship designations might have
resulted from “a concern... that the knowledge of authorship identity was being lost.”® It

is more likely, however, that providing a printed record of individuals’ work would have

served to resolve conflicts and protests of individuality.

¥ Ibid.
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How does this relate to the handwritten inscriptions in earlier printed hymnals?
One theory is that once the printed notations were included in the 1762 Neuvermehrtes
Gesdng, the notion of authorship changed; pride in one’s individual work would be
affirmed through written recognition. If this were the case, handwritten notations of
authorship (see Figure 5.1 and Figure 5.2) would have been applied retroactively to
various printed hymnals at their owners’ discretion. An opposing hypothesis is that the
printed names in the 1762 Neuvermehrtes Gesdng are emblematic of a culmination of
handwritten authorship inscriptions that had been present throughout Ephrata history in
hymnals including the 1739 Zionitischer Weyrauchs Hiigel, and the 1747 and 1749
Turtel=Taube. 1t is unlikely that we will ever be able to assign specific dates to the
handwritten name inscriptions in the printed hymnals, and therefore it is difficult to test
either theory regarding authorship. However, the fact that the inscriptions exist proves
that recognition of individual creation was important to some, if not all, members of the
Ephrata community.
5.2 Authorship Markings in Music Manuscripts

In very rare instances, authorship is indicated in a music manuscript. In Juniata
DS 015, the sole extant music manuscript for the 1755 Nachklang zum Gesdng der
einsamen Turtel=Taube, “jacob n.” is written on the right side of page 12 recto (see
Figure 5.4). Viehmeyer indicates that Jacob Naegle (a householder) is the author of the
text for the hymn “Ich will von Gottes=Giite sagen” on the top of the page, which is
found in the 1755 Nachklang zum Gesdng, the 1762 Neuvermehrtes Gesdng, and the

1766 Paradisisches Wunderspiel.” Naegle is known to have written only one other hymn

? Viehmeyer, Index, 119.
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text: “Wie hastu meiner doch so gantz.” " Perhaps the fact that he wrote a hymn was a

novelty, and therefore deserved recognition in the music manuscript.
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Figure 5.4: “jacob n.” written on rlght side of page. Music manuscrlpt 1755 Nachklang
zum Gesdng der einsamen Turtel=Taube. Juniata, DS 015, page 12.

Another possibility to explain what we presume to be Naegle’s name in the
margin of this music manuscript is that the appearance of it indicates composer status.
This is unlikely given what we have surmised about the Ephrata writing workshops and
singing school systems; a householder would likely not have been part of the day-to-day
process of writing. Nonetheless, Naegle could have written the tune with the text for “Ich
will von Gottes=Gite sagen,” and this might have made its way through the music
copying system in such a manner that a scribe was compelled to write Naegle’s name on
the music manuscript.

In the context of the 1755 Nachklang zum Gesdng, the division between
householders and solitary brothers and sisters is important to mention. There is a distinct
impression of separation between these two Ephrata groups. Showalter’s article, cited

earlier, and Guy Tilghman Holliday’s study of inheritance practices of Ephrata highlight

19 Ibid., author index, 6.
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this issue. Holliday explains that Beissel’s divisive personality and the social
stratification among the community led to financial consequences, seen most starkly in
the lack of major bequests left to the solitary by householders during the eighteenth
century. With the exception of a few major gifts, wealth tended to remain in the hands of
the householders, leaving the brothers and sisters of the Cloister reliant on printing,
teaching Latin, and other crafts for economic resources.'' If there were such tension
between the solitary and the non-celibates, would writing one of the householders’ names
in a music manuscript help to ease conflict?

Another curious notation exists on page 17 recto of Juniata DS 015. On the upper
left hand corner of the page, next to the hymn title “Nach viel und manchen
Trauer=Stunden,” are the words “felden magd,” presumably meaning “girl (or wench)
from the field” (see Figure 5.5). Viehmeyer tells us that the author of this hymn is Br.
Valentine Mack, and he has plenty of data to support this, including corroborating
handwritten author attributions for Mack from six different printed hymnal inscriptions.'?
If Mack wrote the text, is “felden magd” then the composer? If so, why is she not given a
name? Or is “felden magd” the common name for the hymn tune? Or, and much less
interestingly, is “felden magd” an alternate and unlikely spelling for the name “Valentine

Mack”?

" Guy Tilghman Holliday, “Ephrata Cloister Wills,” Pennsylvania Folklife 22, no. 4
(Summer 1973): 12—-13.
12 Viehmeyer, Index, 170-171.
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Figure 5.5: “felden magd” is written on top of page. Mus1c manuscript 1755 Nachklang
zum Gesdng der einsamen Turtel=Taube. Juniata, DS 015, page 17.

One other inscription is to be found on page 18 recto of Juniata DS 015. The
name “obed” is written after the hymn title “O Creutzes=Stand! O edles Band!”
Viehmeyer confirms that Brother Obed is the author of the text."> Obed also happens to
be the author of numerous other hymns. Why is Obed’s name included here, when other
texts that he wrote are also set in this music manuscript and not given specific

attributions? Does the inscription indicate that he composed the music?
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Figure 5.6: The name “obed” is written above the hymn “O Creutzes=Stand.” Music
manuscript 1755 Nachklang zum Gesdng der einsamen Turtel=Taube. Juniata, DS 015,
page 18.

13 Viehmeyer, Index, 184.
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Whereas there is ambiguity regarding the purpose for the three name inscriptions
in the music manuscript for the 1755 Nachklang zum Gesdng, there is more certainty
surrounding those found in the Ephrata Codex. It should be remembered that the 1746
Ephrata Codex is a unique presentational manuscript that was dedicated to Beissel. It is
the largest of all Ephrata music manuscripts, and is written almost exclusively for five
voices. The title page includes the names of the brothers (Jethro, Nehemia, Theonis,

Jonathan, and Jaebez) who presented the manuscript to Beissel (see Figure 5.7).
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Figure 5.7: Names of brethren who presented the volume to Beissel are below Biblical
quotes in five boxes along edges of page. 1746 Ephrata Codex. LC, M 2116.E6 1746,
Dedication page. Courtesy, the Music Division at the Library of Congress.

The majority of the Ephrata Codex does not contain any named inscriptions.
However, starting in the middle of section 3 of the manuscript, names begin to appear.
Two of these names are Jaebez (also known as Peter Miller) and Theonis. For example,

Jaebez’s name is written next to the hymn entitled “Enteigne dich Hertz von der

Eigenheit” on page 147 (see Figure 5.8). The text to this hymn, from the 1739
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Zionitischer Weyrauchs Hiigel, is by Jaebez, and therefore the name inscription does not

necessarily reveal any specific information about the music.
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Figure 5.8: Name of Jaebez written to the left of the Roman numerals for “Enteigne dich
Hertz von der Eigenheit.” 1746 Ephrata Codex. LC, M 2116.E6 1746, section 3, page
147. Courtesy, the Music Division at the Library of Congress.

The next inscription, however, provides an opening for inquiry. On the following
page of the Ephrata Codex (section 3, page 148), Jaebez’s name is written next to the
hymn “Um Zion willen will ich nimmer schweigen” (see Figure 5.9). The text of this
hymn, from the 1739 Zionitischer Weyrauchs Hiigel, is by Peter Lessle, a householder.
If Jaebez is not the author of the text, what does the existence of his name next to this
hymn reveal? It should be stated that unless it is a mistake, Jaebez’s name does not
signify authorship of the text; his name would not be indicated next to a hymn whose text
was written by another member of the community. As discussed above, the attention paid
to recognition of authorship of hymns would likely prevent false attributions from being

written. The alternative, if Jacbez was not affiliated with the text, is that he was

responsible for the music on the page, either as a copyist or as a composer.

14 Viehmeyer, Index, 237.
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Figure 5.9: Name of Jaebez written next to “Um Zion willen will ich nimmer schweigen.”
1746 Ephrata Codex. LC, M 2116.E6 1746, section 3, page 148. Courtesy, the Music
Division at the Library of Congress.

If we consider the theory that Jaebez is the copyist of this hymn, it would require
that we compare the paleography of the music with the other hymns surrounding it. Such
an analysis reveals no significant variation. In addition, the following page (section 3,
page 149) includes two name inscriptions, one for Jaebez (“Unfruchtbares Zion sey
frohlich,” with text by an unknown European'®), and the other for Theonis (“Zeuch
meinen Geist, triff meine Sinnen,” with text by the European writer Christian Knorr von
Rosenroth (1636-1689)'°) (see F igure 5.10). It appears that the same hand notated this

music, in addition to the hymns presented in Figure 5.8 and Figure 5.9. Given that there is

no change in the style of handwriting or music notation, why would copyists be credited

15 Viehmeyer, Index, 237.
1 Ibid., 287.
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three times over the course of three separate pages, and only in connection with specific

pieces of music?
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Flgure 5.10: Name of J aebez written next to “Unfruchtbares Zion sey frohlich” and name
of Theonis written next to “Zeuch meinen Geist, triff meine Sinnen.” 1746 Ephrata
Codex. LC, M 2116.E6 1746, section 3, page 144. Courtesy, the Music Division at the
Library of Congress.

It thus would appear that the name inscriptions in the Ephrata Codex do not
signify copyist designations. This then results in the likelihood that the names indicate
authorship of music. Does this mean that Jaebez and Theonis wrote the hymn tunes?
Does it denote that they performed the task of voicing? Or does it convey that they
carried out the entire task of composition? If, as argued above, Ephrata music was written
in a workshop system following prescribed rules for voicing, then it would suggest that
Jaebez and Theonis were composers of both the tune and the harmonies. The fact that

their name is written next to the music reveals that they wanted Beissel, the recipient of

the volume, to know of their specific personal contributions. Ergo, the inscriptions
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transport Jaebez and Theonis from the communal positions of contributors, to the

17 of composers, and therefore set them apart from others.

“culturally constructed status
5.3 Ephrata’s Female Composers

If one continues to explore section 3 of the Ephrata Codex, one encounters three
other names in a similar style to the inscriptions for Jaebez and Theonis. These are the
names of Foben, Hanna, and Ketura, two of which are prominent members of the solitary

18 For example, section 3, page 157 of the Ephrata

sisterhood, as listed in “Die Rose.
Codex reveals an inscription for “Fében” next to the hymn “Formir, mein Topffer” (see
Figure 5.11 and Figure 5.12). Here, Foben’s name is set within a box including images of
the sun, some rain, and the faces of two people, presumably solitary sisters, as indicated
by their head coverings. The author of the hymn text for “Formir, mein Topffer” is an
anonymous European,'’ although some have attributed it to Michael Miiller (1673—

1704).%° In Ephrata hymnody, the text first appears in the 1739 Zionitischer Weyrauchs

Hiigel *!

7 Van Orden, 5.

'8 [Ephrata Community], “Die Rose,” 81.

' Hedwig Durnbaugh, “Your dissertation,” Message to Christopher Herbert, December
11,2017, Email.

%% Lloyd Winfield Farlee, “A History of the Church Music of the Amana Society: The
Community of True Inspiration” (PhD diss., University of lowa, 1966), 562.

> It is important to note that Viehmeyer’s attribution of this hymn’s text to Foben is
inaccurate, as his finding is based solely on the presence of her name in the Ephrata
Codex. See Viehmeyer, Index, 72.
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Figure 5.11: Name of Foben written next to “Formir, mein Topffer.” 1746 Ephrata
Codex. LC, M 2116.E6 1746, section 3, page 157. Courtesy, the Music Division at the
Library of Congress.

8 2
Figure 5.12: Detail of inscription for Foben, written next to “Formir, mein Topftfer.” 1746
Ephrata Codex. LC, M 2116.E6 1746, section 3, page 157. Courtesy, the Music Division
at the Library of Congress.
Foben’s name is also illuminated on the preceding page (section 3, page 156),
next to the hymn entitled “Die sanfte Bewegung, die liebliche Kraft.” The text of this
hymn is by the European writer Christian Friedrich Richter (1676171 1).22 If we apply

the argument presented above for Jaebez and Theonis, there is no probable explanation

for the presence of Foben’s name here other than that she is the composer of the music.

22 Viehmeyer, Index, 49.
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1746 Ephrata Codex. LC, M 2116.E6 1746, section 3, page 156. Courtesy, the Music
Division at the Library of Congress.

A unique feature of this music is that it is set for four voices as opposed to five,
which is a rarity in the Ephrata Codex. This setting is also found in music manuscripts for
the 1739 Zionitischer Weyrauchs Hiigel Type 1 on page 119 (see Figure 5.14). The
voicing is identical in both settings, indicating that this composition was copied. Thus, it
would appear that if Foben were the composer of this hymn, her influence was spread
throughout the proliferation of music manuscripts. This idea is supported by the fact that
it was the Ephrata sisterhood who led the scriptorium, and by “Die Rose,” which places

Foben in a position of seniority among the sisters, along with Ketura.”

3 [Ephrata Community], “Die Rose,” 81.
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Figure 5m;ggf “bie sanfte Béwegung, die liebliche Kraft.” 1739 Zionitischer
Weyrauchs Hiigel Type 1. Free Library of Philadelphia, Borneman MS 2, page 119.
Courtesy, Rare Book Department, Free Library of Philadelphia.

Another item that bolsters the case for Foben’s authorship of the music for “Die
sanfte Bewegung” is consideration of where and how the hymn appears in a music
manuscript for the 1739 Zionitischer Weyrauchs Hiigel Type 2: Winterthur, Col. 318, 65
x 562. In this document, the hymn is found in section 3, page 166 (see Figure 5.15).
Whereas the content leading up to page 163 of section 3 is of a similar and non-
ornamental style of paleography, everything changes after page 164. Here, writing
becomes more intricate with gothic lettering in hymn titles. If the brethren, unaccustomed
to scriptorium work, produced the majority of the pages of this manuscript type, as was
argued previously, it would then be credible that the final pages of the section were given
to the sisters for completion. This would account for the change in paleography and
greater attention to detail, including the introduction of illustrations to blank pages at the

end of this section, followed by the Rose-Lilie-Blume sequence with its usual

calligraphic style, presumably produced in the Sisters’ scriptorium.
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| .Flgure 5.15: Setting of “Die sanfte Bewegu}l;g, die llebllche Kraft.” 1739 Zionitischer
Weyrauchs Hiigel Type 2. Winterthur, Col. 318, 65 x 562, section 3, page 166. Courtesy,
the Winterthur Library: Joseph Downs Collection of Manuscripts and Printed Ephemera.

A comparison to another Type 2 manuscript yields corroborating evidence.
Columbia, Document 12 includes “Die sanfte Bewegung” in section 2, page 127. In the
Register, the number 127 is added in larger lettering than the text surrounding it, which
indicates that it is likely by a different hand. Just as in Winterthur, Col. 318, 65 x 562, the
section containing this hymn is set apart; this time it is differentiated less by paleography,
and instead by its placement after a blank page (page 125). Although it is impossible to
prove, one hypothesis is that the blank page might serve to segregate hymns written by
men from the hymns written by women. Finally, Ephrata Cloister Collection, EC 77.3,
another music manuscript for the 1739 Zionitischer Weyrauchs Hiigel Type 2, does not
even include “Die sanfte Bewegung.”

If the Ephrata Codex was produced by the Ephrata brethren as a presentational
volume to Beissel, why would Fében’s name be included as an extremely rare composer

designation? One answer would be that the creators of the manuscript wished to highlight

Foben’s compositional contributions to Beissel, and to do so quite blatantly. That Fében’s
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name appears in a similar manner to the names of Jaebez and Theonis indicates that,
through her role as composer, she was viewed in a congruent light when compared to her
male counterparts.

The Ephrata Codex includes two other sisters’ names: Hanna and Ketura, both in
section 3, page 144. Ketura’s name is also in section 3, page 150. Hanna’s name is
written next to the hymn entitled “Wann Zion wird entbunden,” and Ketura’s name is
written next to “O wie selig sind die seelen!” (see Figure 5.16). The paleography for both
names appears to be the same, and neither name receives the rectangular illumination that
frames Foben. Nonetheless, both names are written in gothic lettering and decorated with

flowers.

it
H

& 3 Py -~ z o
Figure 5.16: Names of Hanna and Ketura written next to hymns. 1746 Ephrata Codex.
LC, M 2116.E6 1746, section 3, page 144. Courtesy, the Music Division at the Library of
Congress.
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Viehmeyer’s Index reveals that Hanna is the author of three hymn texts, and
Ketura is the author of seventeen hymn texts throughout the Ephrata oeuvre.>* None of
these are the two musical settings by which their names appear in the Codex. The text of
“Wann Zion wird entbunden” is by Conrad Beissel himself. The text appears in the 1739
Zionitischer Weyrauchs Hiigel,” and the tune to which it is set in the Ephrata Codex
appears in several other music manuscripts throughout the oeuvre. It is important to
highlight that this text is also set differently both within the Ephrata Codex and
elsewhere. The fact that Hanna’s name appears next to one of the settings would
presumably serve to point out that she is the composer of this particular music. As with
Foben’s setting of “Die sanfte Bewegung,” Hanna’s setting of “Wann Zion wird
entbunden” in Winterthur, Col. 318, 65 x 562 is positioned at the end of part 3 (p. 160),
and this placement suggests that it is a late addition. And in her eponymous music
manuscript, Ephrata Cloister Collection, EC 77.3 (which includes Hanna’s name on the
ownership plate of the volume), there appears to be a special and unique flourish at the
end of each stave of this setting (see Figure 5.17). Could this notational anomaly within

Hanna’s own volume correlate with her status as composer of this specific music?

24 Viehmeyer, Index, Author Index, 4-5.
25 Viehmeyer, Index, 249.
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Fri_g-ure 5. i7: Setting of “\%};nﬁiZion wird entbiinden” in 173-9_‘2i0nitischer Weyrauchs
Hiigel Type 2. Ephrata Cloister Collection, EC 77.3, section 3, page 164. Unique flourish
at end of each stave.

Even if there were confusion over the attribution of some of the texts set to the
music with the female author attributions in the Ephrata Codex, there most certainly
would not have been any doubt regarding Beissel’s authorship of the text for “Wann Zion
wird entbunden.” The presence of Hanna’s name next to his hymn in the Codex thus
further strengthens the idea of her authorship of the music, whether it be the tune, the
voicings, or both.

The hymn, “O wie selig sind die Seelen!” with the attribution to Sister Ketura (see
Figure 5.16) is a text by Christian Friedrich Richter*® and its music is also found in other
sources, including multiple copies of music manuscripts for the 1739 Zionitischer
Weyrauchs Hiigel Type 1, and music manuscripts for the 1739 Zionitischer Weyrauchs
Hiigel Type 2. In Winterthur, Col. 318, 65 x 562, it is placed immediately above Hanna’s
“Wann Zion wird entbunden” on page 160. And in Ephrata Cloister Collection, EC 77.3,
it is placed immediately after Hanna’s “Wann Zion wird entbunden” on page 164.

A complete table of the apparent composer inscriptions found in the Ephrata

Codex is presented as follows (see Table 5.1):

26 Viehmeyer, Index, 213.
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Section | Page | Hymn title Text authorship Name
attribution
3 144 Wann Zion wird entbunden Beissel Hanna
3 144 O wie selig sind die Seelen Christian Friedrich Ketura
Richter

3 146 O siifler Stand! O selig Leben! Johann Joseph Winckler | Theonis

3 146 | Wenn die Seele sich befindet Unknown European Theonis

3 147 Enteigne dich Hertz von der Br. Jaebez Jaebez
Eigenheit

3 148 Um Zion willen will ich nimmer Br. Peter Lessle Jaebez

3 149 Unfruchtbares Zion sey frolich Unknown European Jaebez

3 149 Zeuch meinen Geist triff meine Christian Knorr von Theonis
Sinnen Rosenroth

3 150 Mien treuer Hirt wie kem ich Johann Joseph Winckler | Ketura

3 156 | Die sanfte bewegung die liebliche Christian Friedrich Foben
Kraft Richter

3 157 Formir, mein Tépffer mich aus Unknown European Foben

Table 5.1: Complete list of name indications next to hymns in 1746 Ephrata Codex. LC,
M 2116.E6 1746, section 3.

What do we know about these three named women from Ephrata with composer

designations? As mentioned above, “Die Rose” provides some clues. Ketura and Foben

are listed as leaders within the sisterhood, in positions of seniority and authority.>’ In

addition, the “Death Register of the Ephrata Cloister,” also held at the HSP (Cassel

Collection, Document 9) helps to situate these women and their colleagues more firmly in

time and space. The entries provide valuable information about the sisters’ ages,

backgrounds, and activities. For example, the “Death Register” reveals that Schwester

Foben was 28 years old in 1746 (see Figure 5.18), the year of the presentation of the

Ephrata Codex.

*7 [Ephrata Community], “Die Rose,” 81.
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Figure 5.18: Entry for Schwester Foben in Death Register of the Ephrata Cloister. HSP,
Cassel Collection, Document 9, page 22.

We also learn from “Die Rose” and the Death Register that in 1746, Hanna was 32 years
old®® and that Ketura was 28 years old.”

Finally, thanks to the research performed by genealogists of the Pennsylvania
Historical and Museum Commission at the Ephrata Cloister during the twentieth century,
we are able to identify these three women by their given names in addition to their chosen
Cloister names.*® These three women are most likely America’s first female composers:
Sister Foben

Born Christianna Lassle, unknown locale ca. 1717. Died March 4, 1784.

Sister Ketura

Born Catherine Hagamann, unknown locale ca. 1718. Died October 10, 1797.

*% [Ephrata Community], “Death Register of the Ephrata Cloister” (HSP, Cassel
Collection, Document 9), 24.

%% [Ephrata Community], “Die Rose,” 381.

3% thank Michael Showalter of the Pennsylvania Historical and Museum Commission
for his invaluable assistance in providing this information. Michael Showalter, “Hanna
Foben Ketura,” Message to Christopher Herbert, August 7, 2017, Email.
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Sister Hanna

Born Hannah Lichty in Germany, ca. 1714. Died October 31, 1793.

The conditions of life at Ephrata, although difficult and replete with self-denial,
were in many ways favorable for its female residents. In comparison to the state of
women’s lives in much of colonial America, the solitary sisters were not obligated to
perform the typical domestic responsibilities of married life. They were given a
mandatory education that required advanced literacy, they did not bear children, and they
enjoyed a considerable degree of independence from their male counterparts. It therefore
is not surprising that certain women of Ephrata were composers. What is perhaps
unexpected is that they were credited for their work in a volume produced by men.

There is no reason to reimagine Ephrata as a society in which the sisters received
any more social respect than bourgeois or upper class women in major cities during the
colonial era. However, the peculiarity of Beissel’s theology did afford them an advantage
in which they received a degree of independence. In the coterminous context of female
musicians and composers in Germany during the eighteenth century, women’s more
independent position was associated with Enlightenment values to a limited degree.
While sometimes receiving credit for their accomplishments, “women were not, in any
straightforward sense, empowered by feminocentric aesthetic frameworks, nor did they

enjoy anything like full agency in musical culture.”'

Ephrata thus appears to have
existed in parallel to this construct in Europe. That being stated, the fact that some of the

women of Ephrata composed music is an important addition to the record of music

*! Matthew Head, Sovereign Feminine: Music and Gender in Eighteenth-Century
Germany (Berkeley, CA: University of California Press, 2013), 7.



267

history. It extends the limited compass of historiography, which appears to locate one of
America’s first female composers as Mrs. Mary Ann Pownall (1751-1796), an English
immigrant who collaborated on theater songs.>

It should be noted that the inclusion of Maria Eicher (Mutter Maria of Ephrata) as
the first entry in the Denkméler Women Composers: Music Through the Ages™ is
misleading and potentially inaccurate. In her short article in this volume, Denise Seachrist
discusses the leadership role that Maria played at Ephrata as prioress of the sisterhood,
and discusses her authorship of hymn texts. To her credit, Seachrist refers to the music
presented in this volume as “the setting of Maria Eicher’s O Tauben Einfalt! Unschulds
Leben!” and does not identify the composer. This is an accurate description, and it reveals
that it is not known who the composer of the hymn is, and whether it is a man or a
woman. It is thus surprising that Maria Eicher is given an entry in this collection of
women composers, given that it is impossible to prove that she composed the presented
music. A valid — and valuable — entry for a future compendium of female composers
would be inclusion of the hymns by Christianna Lassle, Catherine Hagamann, and

Hannah Lichty.

32 Christine Ammer, Unsung: A History of Women in American Music (Westport, CT:
Greenwood Press, 1980), 75.

3 Seachrist, “Maria Eicher (1710-1784),” in Women Composers: Music Through the
Ages, ed. Sylvia Glickman and Martha Furman Schleifer, vol. 4, (New York: G. K. Hall
& Co., 1998), 1-6.
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Chapter 6: Conclusion

This dissertation attempts to accomplish several wide-ranging tasks regarding the
study of Ephrata music documents. Chapter 2 provides a comprehensive cataloging and
organizational scheme for all extant Ephrata music manuscripts. Chapter 3 explains
Ephrata music theory and situates it in its historical context. Chapter 4 evaluates Ephrata
music, and provides a framework for analyzing its content, style, and form. It also
hypothesizes about musical practice by the brothers and sisters, suggesting several valid
possibilities. Chapter 5 examines the issue of authorship at Ephrata and identifies
America’s likely first three female composers.

Despite advances indicated in the preceding pages, much more research needs to
be done so that Ephrata music may be further elucidated. Additional scholarship will lead
to future musical editions, performances, recordings, and papers, all of which will cast
Ephrata in a slightly new and innovative light. The section below outlines several areas
that future scholars might seek to address.

6.1. Future Avenues of Ephrata Research

A complete cataloguing of the music marginalia in copies of the 1749 Turtel=Taube

printed hymnal.

This task would include creating a database of all the extant copies of the printed
Turtel=Taube, and differentiating between 1747 and 1749 copies. WorldCat provides the
initial point of access to many of these copies, but there are doubtless numerous others to
be found in private collections throughout Pennsylvania and beyond. Many copies made
their way to Europe, and a systematic search of catalogs not listed in WorldCat would be

beneficial. Once a complete list of imprints is assembled, an investigation of their



269

contents will need to take place. Although digitization and sharing of public domain
materials has increased in the past decade, access is not universally available. Many
collections of photos are merely scans of low-resolution microfilm (see Figure 6.1), and
are unable to adequately provide details regarding notes, rhythms, or clefs, in some cases.
This reveals that more hands-on work needs to be done in order to effectively digitize the

entirety of all print copies.

mcHt halt den bittern Todes=
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Figure 6.1: Print of 1749 Turtel=Taube with music marginalia, bottom half of page 17.
PDF facsimile from microfilm copy of print in University of Michigan Library.

An inquiry into the music marginalia for copies of the 1766 Paradisisches Wunderspiel

with speculation into the existence of a possible missing music manuscript type.

The research for this study resulted in the discovery of marginalia in only two
copies of the 1766 Paradisisches Wunderspiel, both of which are held in the Ephrata

Cloister Collection. Other copies of this imprint with marginalia could exist. Regardless
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of the entirety of future findings, studies could and should commence that seek to identify
all musical settings in the marginalia. If melodies exist that are not found in Ephrata
music manuscripts, then it would indicate that either (a) an additional music manuscript
type exists (or existed) that reflects the marginalia, or (b) the marginalia is a sketch of a
complete version that was perhaps never completed.

A comprehensive digitization of all the Ephrata music manuscripts

Over the course of research for this dissertation, tens of thousands of photographs
of Ephrata music manuscripts were taken and deposited into a Google Photos collection.
This collection is private, and the photos are not carefully or professionally produced; all
the photos included in this dissertation were taken using an iPhone SE camera. Adequate
and appointed funding could result in the professional scanning of Ephrata music
manuscripts across the many collections in which they are located. The ideal result would
be a central database managed by one of the collections that provides links to all the
relevant photo compendiums.

A critical edition of all the music found in Ephrata music manuscripts

A long-term musicological task will be to create a series of critical editions,
effectively rendering plausible interpretations of each music manuscript type. Such an
undertaking would involve extensive research, and would depend in great part on the
comprehensive digitization described above. Global decisions would need to be made
regarding rhythmic practices, the use (or absence) of modal signatures, the addition of a
fifth voice, and the application of text setting. In addition, scores would need to be tested

to gage their adherence to Ephrata Treatise rules. Finally, an overall index that traces
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each musical setting per hymn plus variants would need to be produced. This would be
based, in large part, on Viehmeyer’s Index.

A deeper investigation into the economic practices of Ephrata’s printing press, mills, and

scriptorium with the specific aim of elucidating the idea of individual authorship and

ownership

As Chapter 5 discusses, our understanding of the relationship between the
individual and the collective at Ephrata is far from complete. Why do some imprints
contain the names of the writers? And why do some music manuscripts include names as
well? A comprehensive study of the names of community members found across all
Ephrata (and Snow Hill) sources would serve to identify the most prominently credited
writers. In addition, a clearer understanding of the chronology of the various mills, and
printing and writing shops would allow us to develop a clearer idea of when and how
specific imprints and manuscripts were created, and by whom.

A firmer understanding of the variation between Ephrata music and Snow Hill copies

This study has examined the music of Ephrata at great length, but it assumes that
Snow Hill’s manuscripts were essentially copies of the Ephrata originals. The existence
of mystery music manuscript types from Snow Hill disputes this assumption and suggests
that musical creation there is far from understood. A more comprehensive study would
take Snow Hill’s music manuscripts and compare them with Ephrata originals,
accounting for any variants. It would also take note of new additions or omissions,
leading to potential speculation regarding Snow Hill’s musical priorities and religious
practices.

A study of the link between Ephrata music and Ephrata visual art
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Although some of the earlier studies discussing Ephrata music manuscripts have
detailed some of the illuminations found throughout various pages, none attempts to
contextualize these images within the larger collection of Ephrata Fraktur. One particular
subset of Fraktur in which a hybrid of visual art and music can be found is in the
broadside genre. Broadsides are large pieces of paper with decorations usually on one
side. They are intended to be displayed on a wall, and are sometimes also referred to as
ephemera because they were intended for temporary use. Extant Ephrata broadsides are
found throughout various collections. Although this study did not include them as sources
of research, it did consider one particular sample at Winterthur. This broadside (see
Figure 6.2) is two-sided (a strange exception to the genre), and contains musical notation

that appears to outline choral ranges on the staff.
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Figure 6.2: Reverse of Ephrata Broadside (“Fraktur Bookplate”). Winterthur, obj ect
number 1967.1818 A, B. Courtesy, the Winterthur Library: Joseph Downs Collection of
Manuscripts and Printed Ephemera.

The purpose of this broadside is not immediately evident; it might only serve a
decorative function. The curators at Winterthur refer to it as a “bookplate.”’ This might
make sense, given the reverse side (see Figure 6.3), and its presentational elements
announcing and identifying the Turte/=Taube hymnal. However, the size and dimensions
of the paper do not appear to match any of the extant Ephrata music manuscripts, and it

thus becomes difficult to understand to which book such a large bookplate would

correspond.

! Abel Witwer, Bookplate from “Ein Vocal/ Music=Buch,/ iiber das Buch genant, Das

gesaeng=/ Der einsammen und verlassenne/ Turtel = Taube,” (Fraktur), Ephrata, PA,
1792.
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Several other elements of the visual presentation are mysterious and defy simple
characterizations. First, the classical designs of columns and garlands defy typical
Ephrata Fraktur; the only music manuscript bearing any similarity to this is the 1746
Ephrata Codex. Next, the shape of the calligraphy appears to match that of Snow Hill
more than Ephrata. In addition, the decorative ink colors used throughout the broadside
(red and green) are more closely aligned with Snow Hill manuscripts. Ephrata’s colors
are generally more subdued in extant music manuscripts. However, because the name
Abel Witwer is clearly stated as the artist, it places the broadside definitively as from
Ephrata. Witwer’s death is the final entry in the “Death Register of the Ephrata

Cloister.”?

? [Ephrata Community], “Death Register,” 31.
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Figu 6.3: Ephrata Broadside (“FrakBookla’;lhur, Ob] ect number
1967.1818 A, B. Courtesy, the Winterthur Library: Joseph Downs Collection of
Manuscripts and Printed Ephemera.

No matter their function, creation, or provenance, this broadside and others like it
have not yet been considered in the context of Ephrata music manuscripts. Future studies
could benefit from this interdisciplinary comparison, and they would likely add value and
context to the field of Fraktur interpretation.

6.2 The “Death Register”

While the young American republic was fighting its second war with England,
and while the new capital in Washington, just 125 miles to the south, was burning, the
German-speaking chapter of Ephrata came to an end. The final entries in the “Death

Register of the Ephrata Cloister” are quite stark. On page 26 (see Figure 6.3), are

German-language entries, marking the deaths of the last solitary residents from 1812 to



276

1814. They include Sister Christina (1812), Daniel Kimmel — a householder (1813),
Sister Melania (1813), Jacob Kimmel, the father of the previously mentioned Daniel
Kimmel (1814), and Michael Spriegel (1814). The entries are written in a shaky hand,
and one wonders who did the writing. Was it the last German-speaking resident? When

one flips the page, the clues seemingly vanish.

Figure 6.4: “Death Register of the Ephrata Cloister,” page 26. HSP, Cassel Collection,
Document 9.

After two blank pages, entries resume on page 29 (see Figure 6.4). Here, they are
in neat English-language cursive with the starting date of 1817. The first entry mentions a
man named Conrad Kimler, “a German redemptioner from Wuertenberg who lately
arrived at Philadelphia and was on his journey on the road that leads past Ephrata.” There
is a blank space where his age should be noted, presumably because no one knew much

about this unfortunate traveler.
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Apparently the new possessor of the “Death Register” had lost part of the
settlement’s institutional memory and practices. All subsequent entries (from 1819 to
1821 only) reference eight people who were householders of the Ephrata community,
and, as indicated by the inclusion of their ages in their entries, mostly born in America.
These names — including John Senseman, Justina Gorgas, John Bauman, and Adam
Konigmacher — are found in ownership inscriptions in Ephrata imprints and music
manuscripts. The fact that they recorded their custody of their social predecessors’ books
indicates that they placed value on them. So, even if they did not go about creating new
Ephrata religious or musical material, the artifacts of their cultural heritage were

significant in their worldview.

S — WeD: Uret. fnr@hsp.oTy,
Historical Society zfsTnz-szoo ext. 233

of Pennsylvania

Figure 6.5: “Death Register of the Ephrata Cloister,” page 29. HSP, Cassel Collection,
Document 9.
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But what happened in the three-year period during which no deaths were recorded
in the “Register”? The striking absence of entries from 1814 to 1817 and the shocking
presence of blank pages indicate that the cultural centering of the community was altered.
Sometimes it is through the gaps in the historical record that we are able to more
deliberately trespass into the lives of those who lived before us. We can thus imagine that
the last German-born member of the community — perhaps the last solitary sister —
recorded the final death entries on page 26. She did so quietly, neatly, and diligently.
When this desolate, aged, and lonely steward died, no one remained to record her death in
the “Register.” Perhaps she was found in one of the communal houses, having expired the
night before, her collection of German manuscripts placed in various nooks throughout
the house. Perhaps, a few seasons later, one of the householders found the “Death
Register” while perusing through the extensive collection of books left behind. By this
point the community had reorganized, and the English-speaking heirs resumed
recordkeeping, finding it logical to use the same book that detailed all the others who had
been buried in the Ephrata Cemetery.

Thus, through this chronological gap, we can observe the last gasp of original
German culture at Ephrata. Long gone by this point were Beissel’s teachings. Although
its music had made its way to Snow Hill, Ephrata itself was changed, and growing more
and more similar to the surrounding communities of rural Pennsylvania. Ephrata’s music
passed into obscurity, and it is only through diligent and dedicated examination that we
attempt to reimagine it today.

It is the hope of this author that the findings presented in this study bring a degree

of clarity to Ephrata’s music and history. The work of earlier scholars serve to elucidate
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the enigma of Ephrata’s documents and practices, and our intention is for this dissertation

to build upon that, and to serve as a guide for future researchers in this field.
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Appendix A: Ephrata Music Treatise, 1746.

Editorial Notes:

Italics in the original indicate that the work is printed in Latin font, as opposed to
Gothic in the print.

[Brackets] indicate text is only found in the three 1746 manuscript copies: HSP,
Cassel Collection, Document 11; Ephrata Cloister Collection, EC 80.33.2; and
LC, M 2116.E6 1746.

Grey indicates text is only found in 1747 and 1749 imprints of Das Gesdng der
einsamen und verlassenen Turtel=Taube.

Bold text is bolded in the print.

The pagination markers refer to the print, not the manuscript, and account for
recto and verso page numbers.

The grammar and spelling are slightly varied between the two different versions.
In addition, some of the note names are changed between both versions. Although
the printed copy appears to be an expanded and finalized version of the
manuscript, it does seem that the manuscript is more correct with regard to note
names than the printed copy.

The 4 musical examples that are found in the manuscript are included in this
edition. They are not found in the printed version.

The English translation is by Anna Huiberdina Hilda de Bakker. Rather than rely on one
of the extant translations (there are four accessible complete or partial versions: Sachse
(1903),' Holmes (1959), Ernst and Stoudt (1963),” and Blakely (1967)"), it was decided
to employ a translator who is both an expert in musicology and German.

! Julius Sachse, The Music of the Ephrata Cloister (Lancaster: Printed for the Author,
1903), 66-79.

2 Holmes, 246-251.

3 James Emanuel Ernst and John Joseph Stoudt, Ephrata: A History (Allentown, PA: The
Pennsylvania German Folklore Society, 1963), 244-45.

* Blakely, 120—138.
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1.R.  Das/ Geséng / Der einsamen und The song of the lonely and abandoned
verlassenen / Turtel=Taube / Nemlich ~ Turtledove, namely, the Christian
der Christlichen / Kirche. / Oder Church.
geistliche u. Erfahrungs=volle Leidens  Or, Spiritual and Experiential Sounds of
u. Leibes=Gethone / Als darinnen Life and Suffering.
beydes die Vorkost der neuen Welt als / Such as show forth both a foretaste of the
auch die darzwischen vorkommende new world, and the intervening way of
Creutzes= und Leidens=/ Wege nach  the cross and suffering, according to their
ihrer Wiirde dargestellt, und in / worth, and brought forth in spiritual
geistliche Reimen gebracht / Von einem rhymes by a peaceful pilgrim on his way
Friedsamen und nach der / stillen to the silent eternity. Now assembled and
Ewigkeit wallenden / Pilger. / Und nun  put to light for the use of the lonely and
/ Zum Gebrauch der Einsamen und abandoned at Zion. Ephrata, publication
Verlassenen zu Zion / gesammlet und  of the Brotherhood in 1747.
ans Licht gegeben. / Ephrata / Drucks
der Briiderschafft im Jahr 1747.

1.V. Halleluiah./Es freue sich das Heer/ Der Hallelujah!

Heiligen im Himmel und auf
Erden,/Das Herz derer, die durch das
Blut des/LAMMS ertauffet sind./Es
freue sich, und hiipfe auf die Zahl/der
Erstlingen, die dem Lamm
nachfolgen,/wo Es hingehet.

Let the host of saints in heaven and earth
rejoice! The hearts of those, who are
baptized through the blood of the Lamb.
May the multitude of the firstborns
rejoice and skip, who follow the Lamb
wherever he goes.

Es gehe in dem allerreinesten Braut-
/Schmuck einher die Schaar der
Jungfrauen./Die da sind u. gehen auf
der Weise der/reinen Lammer-heerd./O!
wie neiget sich der Himmel
herunter/vor seinen Heiligen, die
GOTT/angenehm sind./Nun muss die
Hoffnung von dem/Zukiinfftigen Gliick
vergessen machen alle ir-/dische Sorgen
dieses Lebens; dann die himm-/lische
Schonheit Gbertrifft alles, was in/dieser
Welt lieblich u. schon ist.

May the multitude of virgins go forth in
finest bridal jewels, who travel there on
the path of the pure shepherd of the
lambs. O how favorably heaven looks on
the saints below, who are pleasing to
GOD. Now the hope of bliss to come
must cast away all earthly sorrow of this
life; for heavenly beauty surpasses all
that is pleasant and beautiful in this
world.
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ii.

Vorbericht.//Eine / Sehr deutliche /
Beschreibung, / Wie sich das [dieses]
hohe [hoche] und wichtige / Werck
[dieser] unserer geistlichen [Gottlichen]
/ Sing=Arbeit / Erboren, und was der
Nutzen von der / Gantzen Sach sey. /
Gegeben / Von einem Friedsamen und
nach / der stillen Ewigkeit wallenden
Pilger. [Gegeben in der Stille zu/ Zion /
Ephrata den 25 des 8. Monden / 1746]

Preface.

A very clear description, of how the high
and important work of this godly Song-
work was brought forth, and what the
point is of the whole matter. Given by a
peaceful pilgrim on his way to the silent
eternity. [Given in the silence at Zion
Ephrata, 25 August 1746]

ii.

[Vorbericht]

Es wird durch diese kleine
Beschreibung ein Bericht ertheilet von
einem nicht geringen Preis beydes der
WeiBlheit und Giite unsers Gottes, wie
nemlich selbe uns entsieglet das
Geheimnus des Creutzes, wodurch das
in Gott verlohrne Gut wieder gefunden,
da die ewige Weisheit des Vatters als
der Sohn Gottes seinen Trohn=Sitz
verlassen, und aus seiner Kammer zu
uns heraus in diese Welt ging, und die
Bottschafft des Friedens an uns
gebracht, und die ewige Erlosung durch
sich selbst am Creutz entsieglet und
offenbaret, und nach ausgefiihrtem
Process, wiederum zum Vatter
gekehret, und in seine Kammer
eingegangen, und sein beruffnes Volck,
Kirche, oder Gemeine, mit derselbigen
Hoffnung und Vertréstung das Er
wieder kommen, und sie zu sich
nehmen wolle (zuriick in dieser
streitbaren Welt gelassen)

[Preface]

In this little description we share a
message of some of not inconsiderable
praise of both the wisdom and goodness
of our God: namely, how he himself
revealed to us the secret of the cross,
through which the good that was lost in
God was found again, when the eternal
wisdom of the father left his throne as the
son of God, and went forth from his
chamber to us in this world, and brought
us the message of peace, and unsealed
and revealed eternal salvation through
himself on the cross, and after the trial
was carried out, turned back to his father,
and went into his chamber, and to his
called people, the church or
congregation, with the same hope and
comfort that he would return and take
them to himself (they being left in this
strife-filled world)

IR

dabey den Gottlichen Brief der
Botschafft des Friedens mit dem Siegel
des Creutzes, Leidens u. Sterbens in
ihren Hénden gelassen, mit dem Befehl,
solche Bottschafft aus zu tragen bifl an
die Ende der Erden,

and also left in their hands the godly
letter of the message of peace with the
seal of the cross, suffering, and death,
with the order to carry out this message
until the end of the ages—
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doch so, dal} sie solten warten, bil} sie
angethan wiirden mit Krafft aus der
Hohe, welches altes erfiillet u.
geschehen, dal der Aufgang aus der
Hohe von da an sich tiber die ganze
Erde ausgebreitet, und die Bottschafft
des Friedens mit Gott fast allen Volkern
kund worden, samt dem Geheimnif3 des
Creutzes, wo der Friedens=Contract
aufberuhete. Dahero es auch auf eine
gar wunderbare Weil3 bald an ein
seltsames Wiirgen und Schlachten ging,
zu welcher Zeit sich der Saame von
dem Wort des Lebens und des Creutzes
gesdet, auch fort gewachsen und bis auf
uns kommen. Und weilen er gar
nachdriicklich mit derselbigen
Hoffnung verkniipftt:

but taking care that they should wait until
they were attired with power from on
high, of which of old things should be
fulfilled and occur, in order that the
coming-forth from on high should spread
from there to all the earth, and the
message of peace with God be spread
among all the nations, along with the
mystery of the Cross, on which the
peace-contract rested.

From there it went quickly and most
wondrously to an unusual struggle and
battle, at which time the seed of the word
of life and of the cross that had been
sown, grew and came unto us. And
meanwhile he has tied it expressly with
this selfsame Hope;

so hat sichs auch zugetragen, da3 wir
neben denen mithsamen Creutzes= und
Leidens= Standen, womit wir beladen,
als das Wort des Lebens und des
Creutzes an uns kam, das wir auch so
gleich mit demselbigen
Hoffnungs=Kleid begabet wurden, und
ward uns so gleich im heiligen Schauen
gegeben, den Tag der volligen Erlosung
mit vollen Augen des Geistes ein zu
sehen.

thus he has added, that we in addition to
the weary cross and suffering—with
which we were burdened before the word
of life and the cross came to us—at the
same time were gifted with the same
cloth of hope, and were straightaway
given a glimpse into heaven to see the
day of the full redemption with the full
eyes of the spirit.

Und ob wir wol neben dem in den aller
schmertzhafftesten und bittersten
Leidens=Proben stunden: so zog uns
doch unser Hoffnungs=Kleid immer
dort hinein, wo auf den Tag der
Erlosung die Kronung mit vollen
Freuden folgen wird, welches dann
viele Ursachen an die Hand gab, daf3
Geister offt angezogen wurden mit
Krafft aus der Héhe;

And although we stood by the most
painful and bitter trials of suffering, still
our cloth of hope pulled us through, to
where on the day of redemption the
coronation will follow with all joy, when
many things will happen, so that souls
will be pulled onward though power from
on high;
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also daf3 wir offt neben unsern
unablésigen Leidenschafften in
Gleichheit der Englishen und
Himmlischen Choren aufgezogen
wurden, welches uns nicht allein bey
dem freudigen Auf= und Absteigen der
Geister nicht konte lassen stille seyn,
ohn daB3 wir nicht hétten sollen in
Worten aus brechen, um die Wunder
unsers Gottes zu verherrlichen;

and so that we by our unending sorrows
will be drawn to be equal with the
angelic and heavenly choirs, in which we
cannot be silent at the joyous rising up
and down of spirits, unless we should
lack the words to glorify the wonders of
our God.

sondern wurden so gleich nach Art der
Englishen Choren und Thronen
Herrschafften und Gewalten
angetrieben, den Allméachtigen mit
Lieb= und Lobes= Geséngen zu
verehren. Und ob zwar wol zu Zeiten
die Englischen Chore ihre Lieder mit
uns anstimmeten: so wurden wir doch
gewabhr, daB3 unsere Stimmen die
wenigste Zeiten mit ihnen ein traffen,
wegen der annoch an uns tragenden
Grobheit in der noch nicht gantzlich
gecreutzigten Natur, welches bey uns
ein genaues Aufmercken verursachete.
Neben dem allem verliesen unsere
unablisige Leidenschafften uns nicht,
sondern wurden

Rather we shall be drawn up in the
manner of the angelic choirs and
thrones and princes and dominions,
who praise the almighty with songs of
love and praise. And although now the
angelic choirs at times join their song
with us, we must be aware that our
voices only sound with theirs a very few
times, because of the roughness that
continues to cling to us in the not yet
fully crucified nature, which caused us to
go astray. Because of all this our endless
sorrows did not leave us, but rather

v

den mehr gehéuffet, weilen wir eine
Untiichtigkeit bey uns spiireten, dall wir
GOTT nicht konten nach dem vollen
Eindruck des Geistes verherrlichen.
Wiewol wir erkennen, daf3 die Natur
nicht gantz unter dem Creutz
aufgerieben und vernichtet sondern
unter demselben geheiliget und in eine
Englische Klarheit aufgelofet miisste
werden.

were lifted up all the more, wherefore we
sensed a lack of skill: that we could not
glorify GOD according to the full
impression of the spirit. Wherefore we
acknowledge, that nature was not fully
exhausted and destroyed under the cross
but glorified by the same and must be
unbound in angelic clarity.
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Neben dem dachten wir: ist unsere
Natur nicht einmal bequdm einen
deutlichen Thon zu einem Englishen
Gesang von sich zu geben: wie wollen
wir dann tiichtig seyn zu wichtigern und
hoheren Dingen, nemlich wo man Gott
im Geist ohn UnterlaB3 Tag und Nacht
dienet in seinem heiligen Tempel.
Daneben sollen unsere Lieber und
Geister seyn Tempel und Wohnungen
des heiligen Geistes: dann der heilige
Geist nicht wohnet in einem unreinen
Gefdse, sondern nur in saubern Geistern
Hertzen und Naturen.

And along with this we thought: is not
our nature fit to give of itself a clear tone
to the angelic song? For how will we be
fit to more important and higher things,
namely service in spirit without rest day
and night in his holy temple? Moreover
our souls and bodies ought to be his
temple and the habitations of the holy
spirit; for the holy spirit does not live in
an unclean vessel but only in pure hearts
and natures.

Dieses hat uns Ursach
gegeben GOTT auch von ausen auf die
allersauberste Weise zu dienen: weilen
wir wusten, dall Er keinen Gefallen an
dem Geplérr der Bocke und Geschrey
der wilden Tiere; aber wol an dem Lob
seiner Heiligen hat. Und weilen wir
dann merckten, dass der Geist des
Singens so gar sauberlich will
bedienet seyn: so gab es uns mehr
Ursach mit demselben in Freundschafft
uns einzulassen, als zu gedencken, daf3
etwas bey der Sach zu verlieren wire,
wie wir es auch erfahren.

This gave us cause to praise GOD
outwardly in the purest way; for we
knew, that He has no pleasure in the
bleating of goats and crying of wild
animals, but in the praise of his saints.
And while we observed, that the spirit
of song wishes to be served clearly, so
it gave us more cause to let ourselves in
with the same in friendship, than to think
that there was anything to lose in the
matter, in whatever way we would do it.

Dann so bald wir uns einliesen: so
fanden wir nicht allein keine Ursach zur
leichtsinnigen Freude und Lust, sondern
wurden so gleich mit der
allerbittersten und wehmiitigsten
Leidenschafft beladen, daf} auch
unsere gantze Menschheit daran
gecreutziget war. Und weilen man nicht
gesinnet war denen Leidenschafften aus
dem Wege zu gehen; sondern blieb
stehen, und hielt am Werck:

Then as soon as we began, we found no
cause for light-hearted joy and happiness,
but were immediately burdened with the
bitterest and most despairing suffering,
so that our own humanity was also
crucified. And since one was not inclined
to go out of the way of this suffering, but
stood firm and hewed to the work,
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so ists geschehen, daf} unsere gantze
Menschheit nach eben demselben
Grad der Leiden in eine gewisse
Geschlacht=machung und Dinnheit
gebracht/

so it passed, that our whole humanity
was brought according to the same
kind of suffering to a different type of
service,

wordurch allerdings der reine und
saubere Geist der Gottlichen WeiBheit,
als der ein Meister dieser hohen und
Gottlichen Kunst ist, eine offene Tiihr
gefunden, und uns nach allen und jeden
Graden der Leiden diese Englische und
himmlische Sing=Kunst aufgesiegelt,
welches sich endlich so weit
ausgebreitet, daf} allerdings weder Maas
noch Ziel mehr darinnen zu finden war.
Wes wegen man auch genothiget war,
dieses hoch theure Geschenck nicht