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ABSTRACT
Ernst Immanuel Erbe (1854-1927) was a Moravian composer whose works
reflect a conservative style of composition in a modernist twentieth century era.
Adhering to Moravian compositional principles, where the text is the most important
element, his writings are also experiments in different styles, English anthems,
German motets, and other liturgical settings, reflective of a neo-classical style, similar
to Haydn and even Mendelssohn. Each piece is a careful working out of formal
principles.
Erbe served as organist to Moravian churches in Germany. In 1889, he
immigrated to the United States and settled in St. Louis, Missouri. As there was no
Moravian Church in the vicinity, he served as an organist for various churches in the
German Evangelical Synod of North America. He continued composing and also
taught private piano and string lessons as well as serving as a bookkeeper for Eden
Publishing House. His music is neither trite nor difficult but accessible to amateurs
and professionals alike. He accomplishes variety through the use of chord inversions
and modulations to closely related keys. His music was a direct message of the text
that was not obfuscated by musical complexity, homophonic settings or works with
limited use of imitation, and a simplicity and directness of expression. In an era, where
the giants of music (Dudley Buck and Amy Beach) overshadowed people like Erbe,
his compositional practice perhaps represents what the rest of America may have been
singing.
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CHAPTER ONE
JUSTIFICATION AND THESIS STATEMENT

American choral music at the end of the nineteenth and beginning of the
twentieth centuries is a subject that has only been addressed briefly by modern
scholars. Clearly, historians have focused their attention on composers whose choral
works are part of the musical canon. 1 That said, one such choral composer whose
oeuvre deserves study is Ernst Immanuel Erbe (1854-1927) – a Moravian composer
whose works reflect rather conservative yet eclectic compositional styles. Although
Erbe did not reside within a community of his kinsmen during the latter years of his
life, he was born into and lived in Moravian communities, and studied at boarding
schools in Switzerland and Prussia. Immigrating to the United States in 1889, Erbe
lived in Lincoln, Nebraska and St. Louis, Missouri with a brief sojourn to Louisville,
Kentucky. In each of these locales, there were no communities of Moravians;
nonetheless, Erbe adhered to Moravian ideals and compositional styles.
In this dissertation, I will argue Ernst Erbe’s compositional style, though
conservative in nature, demonstrates a broad range of compositional approaches that
reflect a pattern of awareness of other musical traditions and practices, ranging from

1

Two notable resources exist elucidating the subject of choral music in America in the late
Nineteenth early Twentieth centuries: Nick Strimple Choral Music in the Nineteenth Century (New
York, NY: Amadeus Press, 2008) and Nick Strimple Choral Music in the Twentieth Century (New
York, NY: Amadeus Press, 2002).
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English anthems to German motets as well as characteristics generally found in sacred
Moravian choral anthems. Additionally, I will examine the unpublished choral music
of Erbe and create critical editions of selected choral anthems. 2 The remaining works
will continue to be edited for publication and analyzed critcally.
Erbe’s compositional style is eclectic, exploring various compositional styles:
Renaissance modality, Baroque Chorale settings, German motets, Psalm settings,
Anglican Anthems, and Lutheran liturgical settings, all of which might be found in
Moravian liturgies. Erbe’s compositions retain a high value of craftsmanship and a
careful working out of formal principles. Yet, as exploratory as Erbe was in these
practices, he remained conservative in his use of harmony and form.
This study will help stimulate further interest in the choral music of Ernst Erbe
and the Moravian Church. Although some of his instrumental works have appeared in
print, Erbe’s choral music is only available through the archives of the Moravian
Music Foundation, Winston-Salem, North Carolina. 3 The document will help expose
the general public to a late nineteenth and early twentieth century composer whose
music is accessible to both amateurs and professionals and can be readily used by
churches and schools.

2

A collection of Erbe’s organ chorale preludes have been published by Brodt Music Co.,
under the title, Ernst Immanuel Erbe Seventeen Organ Chorales, ed. James Boeringer (Charlotte, NC:
Brodt Music Co., 1983).
3

When searching for “Moravian” music, a distinction has to be made between composers of
Moravian Church heritage such as Antes, Moritz Michael, Herbst, et. al. as opposed to several
collections of “Moravian” selections, which are identified by ethnic or geographic heritage in origin by
composers such as Dvořák, Janáček, and Husa.
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The Moravian tradition has largely kept to itself over the centuries, yet the
music of the Moravian church cannot be underestimated in fostering musical growth
in a rather nascent American culture. Little has been written regarding the blending of
the Moravians into American life. “Mainstream” Moravian composers and their music
are unavailable since mainstream music publishers rarely promote “Moravian”
composers. Although some editions are available, most of them are only available
through the Moravian Music Foundation and the Moravian Star Anthem series. This
dissertation will help fill a void in understanding American choral practices of the late
nineteenth and early twentieth centuries as well as highlight a seemingly active
composer and pedagogue.
In addition, given that Erbe also served churches that were members of the
Evangelical Synod of North America (a predecessor of the contemporary United
Church of Christ Protestant denomination), this study will also address the musical life
of this particular movement.
Finally, the question arises as to why Ernst Erbe should be studied,
remembered, and honored for the future. Erbe helps to provide a snapshot in time,
reflecting the cultural and liturgical trends predominant in his service to the church
and community. In an era where church musicians and composers, such as David
McKinley Williams (1887-1978), Dudley Buck (1839-1909), and Leo Sowerby (18951968) were the chief musicians, many others toiled in relative anonymity. Erbe
deserves to be brought to the forefront to introduce the community of musicians to a
gentleman who crafted quality compositions. His practice perhaps represents what the
3
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rest of America may have been singing in its churches instead of the high profile,
cutting edge material as written by the aforementioned composers. Erbe’s music also
represents a continuation of Moravian practices and principles of high quality
craftsmanship without promotion. Given the chance, Erbe’s music may have been
quite popular in the early Twentieth Century in America, but hopefully through this
document and the transcription of his choral anthems, he can gain the notoriety that he
richly deserves.

4
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INTRODUCTION

The document will consist of six chapters and an appendix. Chapter one will
include an introduction and justification of the topic: “The Unpublished Choral Music
of Ernst Immanuel Erbe (1854-1927),” a review of literature and methodologies
employed.
In chapter two, a biographical sketch of Erbe will be presented. Included will
be a discussion on the German Evangelical Synod of North America, the Moravian
faith tradition, and a glance at the musical life of St. Louis, Missouri around 1900.
Finally, tables of Erbe’s compositional output and a timeline of his life events will
conclude the chapter.
The third chapter will be a discussion of European influences on Erbe’s
musical style and compositions, while chapter four will address American influences.
Evidently, Erbe was aware of many different styles of compositions and sought to
emulate them. Although he distanced himself from his Moravian brethren, he forged
his own style based upon masters and other potential contemporary composers of his
day.
Chapter five will provide the foundation for the critical edition of Erbe’s
anthems. Included in the chapter will be critical notes of all editorial notations and
analyses of selected anthems.
5
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The sixth chapter will be a conclusion which will be followed by an appendix.
The appendix will include edited anthems, records as found in Ebersdorf, and
additional records and documents helpful in creating a timeline of Ernst Erbe.

6
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REVIEW OF RELATED RESEARCH

Research regarding the music of the Moravian Church in America is lacking in
comparison with music studies concerning other faith traditions and time periods. The
most noteworthy study is The Music of the Moravian Church in America, 4 which
contains a series of essays by contributors who are either affiliated with the Moravian
Music Foundation or a sister institution, including the Moravian Archives, Salem
College, or the Bethlehem Conferences on Moravian Music. Edited by Dr. Nola Reed
Knouse (director of the Moravian Music Foundation), the selection of essays includes
a history of the Moravian Church and the function of music in worship and daily life.
In addition, several essays examine style features of composers, the development of
the brass band, several references to Erbe, and thoughts for future research.
The pamphlet, Moravian Music: An Introduction by Nola Reed Knouse and C.
Daniel Crews (Archivist for the Southern Province of the Moravian Church in
America), details the importance of Moravian music. The authors begin with a
discussion of music’s importance among Moravians, indicating its central role in the
life of an individual: “it was for use in Moravian worship services that almost all of
the sacred vocal music was written. Moravian worship, then, is the why of the
Moravian vocal music.” 5 The pamphlet defines terms frequently used in the faith

4

Nola Reed Knouse, ed., The Music of the Moravian Church in America (Rochester, NY:
University of Rochester Press, 2008).
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tradition, a history of the Moravian brethren, and a description of vocal and
instrumental music – one that is termed pre-classic style. The text also addresses the
collegium musicum, biographical sketches of select composers, and most importantly,
insight into the communities of Bethlehem and Salem.
Pleasing for Our Use 6 is a collection of essays regarding the use of the organ
in the Moravian Church in America. Edited by Carol A. Traupman-Carr, the Dean of
Curriculum and Academic Programs and Professor of Music at Moravian College,
Bethlehem, Pennsylvania, the selection of essays includes a review of the musical
origins of the Moravians, early Moravian organ building, the historical significance of
such organs, the origin of the Singstunde, the use of organ in choral anthems, and the
“musical” past and future of the organ and Moravian music.
One chapter entitled “The Organ in Moravian Choral Anthems” elucidates the
role of the organ in Moravian Congregational life. Even though much of the chapter
concerns eighteenth century musical practices, Duncan’s thesis is particularly relevant
to this study: the organ was primarily a continuo instrument where it primarily
functioned to sustain harmonies underneath the voices and other instruments. It would

5

Nola Reed Knouse and C. Daniel Crews, Moravian Music: An Introduction (Winston-Salem,
NC: Moravian Music Foundation, 1996).
6

Carol A. Traupmann-Carr, ed. Pleasing for Our Use: David Tannenberg and the Organs of
the Moravians (Cranbury, NJ: Associated University Presses, 2000).
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occasionally drop out upon a vocal entrance and would re-enter for an interlude. 7 Such
characteristics are evident in several of Erbe’s works.
Erbe immigrated to the United States in 1889 and, although no documentation
survives indicating that he ever associated with his Moravian brethren in Pennsylvania
and North Carolina, he most likely would have been aware of his musical
contemporaries. The text A Catalogue of Music By American Moravians: 1742-1842
compiled by Albert G. Rau and Hans T. David appears to provide evidence of this. 8
The book lists the most important composers active during Erbe’s life, and
representative works associated with American Moravians.
For example, Erbe may have been familiar with his contemporaries, Francis
Florentine Hagen (1815-1907), Peter Ricksecker (1791-1873), and Peter Wolle (17921871). The author’s focus is on the men who served the Bethlehem and Salem areas,
the “homebases” of the American Moravian church movement. Evidence exists that
music was sent back and forth between the American and German branches of the
Moravian Church.
Morning Star: The Life and Works of Francis Florentine Hagen (1815-1907),
Moravian Evangelist and Composer 9 by James Boeringer (past director of the

7

Carr, 42 - 43.

8

Albert G. Rau and Hans T. David, compilers. A Catalogue of Music by American Moravians:
1742-1842 (New York: AMS Press, 1938.)
9

James Boeringer, Morning Star: The Life and Works of Francis Florentine Hagen (18151907), Moravian Evangelist and Composer (Cranbury, NJ: Associated University Presses, Inc., 1986).
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Moravian Music Foundation) is both a biography of Hagen and an autobiography,
extracting passages from Hagen’s journals that highlight the composer’s creative
processes and influences. It also details musical life within the Moravian Church in
America in the late nineteenth century and early twentieth century. Hagen composed
eighty-one works between 1834 and 1898, including choral anthems, keyboard works,
and instrumental music. The study is important because it illustrates the creation of
music by an American Moravian Church composer with whom Erbe may have been
familiar.
Donald M. McCorkle’s 1950 pamphlet, The Moravian Contribution to
American Music, aims to elevate the scholarly study of American Moravian Music. It
details the prevailing musical style in the late eighteenth and early nineteenth century.
“The early American Moravians, like their brethren in Europe, were musical offspring
of the European pre-classical movement, and therefore drew their inspiration from the
musical lights–the Grauns, the Hasses, the Haydns, the Stamitzes – of the period.” 10
McCorkle concludes the pamphlet with a study of “Early American Moravian Music”
in which one might see the contributions of “firsts” to the musical life of early
America. Such firsts include the crafting of violins in America and the quintet.
McCorkle’s The Collegium Musicum Salem: Its Music, Musicians and
Importance examines the performance life in the city of Salem and surrounding region
established in North Carolina a quarter of a century after Bethlehem and its

10

Donald M. McCorkle, The Moravian Contribution to American Music (Winston-Salem, NC:
The Moravian Music Foundation, 1956), 2.
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communities were established in Pennsylvania. 11 For the members of the collegium
musicum, music was a way of life and a necessity. The book highlights select
composers and the import of music from Europe into Salem’s musical life.
Armin Haeussler’s The Story of Our Hymns is a handbook to the 1941 hymnal
publication of the Evangelical and Reformed Church. 12 It lists numerous rules for
singing, provides a definition of a hymn, and stresses the importance of hymns. Most
importantly, it contains a brief biographical section on Ernst Erbe and notes his 1894
editing of a choralbuch as a companion to the Evangelisches Gesangbuch of 1862.
A Brief History of the Evangelical Synod of North America by Scott Holl,
archivist at Eden Theological Seminary, discusses the genesis of the new
denomination on American territory. Although a protestant denomination, the
Evangelical Synod of North America (ESNA) was different from traditional
Presbyterian, Catholic, Episcopal, Lutheran, and other mainline denominations that
dotted the American landscape. The church is unique in that it “joined Lutheran and
Reformed denominations into one united Evangelical Church, as had been done in
Prussia and the other German states beginning in 1817.” 13 Erbe would have been
familiar with the joint congregation during his tenure in Europe. After his

11

Donald M. McCorkle, The Collegium Musicum Salem: Its Music, Musicians and Importance
(Winston-Salem, NC: The Moravian Music Foundation, 1956).
12

Armin Haeussler, The Story of Our Hymns: The Handbook to the Hymnal of the Evangelical
and Reformed Church (St Louis, MO: Eden Publishing House, 1952).
13

Scott Holl, A Brief History of the Evangelical Synod of North America (St. Louis, MO: Eden
Theological Seminary, 2008), 1.
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disassociation with the Moravians in 1889, the united Evangelical Church would have
been the closest in theological practice and belief to the Moravian faith tradition and
one with which Erbe would have been familiar.
The text Evangelical from the Beginning, edited by Terry M. Heisey, does not
address Moravian life in America directly; however, the author discusses how the
Moravian Church affected other traditions around it and how certain Moravian
traditions have been passed down through generations. 14
The text Religion in America: A Comprehensive Guide to Faith, History, and
Tradition, edited by Harold Rabinowitz and Greg Tobin, is a recent review on the
leading faiths in America. It not only includes Christianity, but also Islam, Christian
Science, Mormon, Hindu, and other religions that are practiced in the United States.
The book defines terminology and clarifies issues of congregational practices
(“congregationalism”), referring to the “reformed” tradition founded by Calvin and
Zwingli. They fervently opposed any external hierarchy (i.e., a state run church) other
than the gathered congregation. 15 Rabinowitz and Tobin’s book also describes the
Prussian Union of 1817, a forerunner to the Evangelical Synod of North America.

14

Terry M. Heisey, ed., Evangelical from the Beginning: A History of the Evangelical
Congregational Church and its Predecessors-The Evangelical Association and the United Evangelical
Church (Lexington, KY:Emeth Press, 2006), 24.
15

Harold Rabinowitz and Greg Tobin, eds. Religion in America: A Comprehensive Guide to
Faith, History, and Tradition (New York: Sterling, 2011), 159.

12
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Oscar Handlin’s essay, The Uprooted, 16 deals with the development of the
Lutheran Church Missouri Synod which contains examples similar to the Evangelical
Synod of North America. When immigrants came to the United States, religion was a
unifying factor as newcomers adjusted to American ways. Worship services were
often presented in a mother tongue to help newcomers adjust to a new way of life
while maintaining old traditions. Handlin writes, “The only way to guarantee the
survival of the immigrant church lay in a complete transfer of the old religious system
to the New World, not merely in theology, but in language and customs as well. Thus
the immigrant condition led to an aggressive defense of the old pattern, an intolerance
of change, and a conservatism more firm than that of the homeland.” 17 Erbe would
have dealt with this situation, as several of the texts of his choral compositions exist in
both a German version and an English version. This book contextualizes the genesis of
such creations. Erbe’s primary language was German, but by the end of his life, he
most likely wrote in English.
Nicholas Railton’s No North Sea: The Anglo-German Evangelical Network in
the Middle of the Nineteenth Century 18 discusses the union of Evangelical churches in
Europe. The book makes a passing mention to the Prussian Union, which dictated that
the state held final say in all matters including liturgy. The Germans in discussion with

16

Oscar Handlin, “The Uprooted,” in Germans in the New World: Essays in the History of
Immigration ed. Frederick C. Luebke (Urbana: University of Illinois Press, 1999), 4 – 8.
17

Ibid., 4.

18

Nicholas Railton, No North Sea: The Anglo-German Evangelical Network in the Middle of
the Nineteenth Century. (Boston, MA: Brill, 1999), 51.
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Texas Tech University, Ian B. Aipperspach, August 2013

this evangelical union were reluctant and skeptical to join with a larger denomination
because they had seen firsthand how limited the powers of the church had become due
to state rules in the Prussian Union. This book is important because it helps one
understand the development of the German Evangelical Synod of North America as a
descendant of the Prussian Union.
“Land and Family: The Pietist Migration to North Carolina in the Late
Colonial Period” is a chapter within Wandering Souls: Protestant Migrations in
America, 1630-1865 by S. Scott Rohrer. 19 The chapter is more a narrative about
several families and how tracts of land were divided amongst tenants, and therefore
highlights Moravian life in America beginning in 1765. The chapter details farming
life, church life, and family life.
The Reformed Family Worldwide: A Survey of Reformed Churches,
Theological Schools, and International Organizations 20 is a survey of Reformed
congregations around the world. Criteria for inclusion are congregations that form part
of the Reformed, Presbyterian, Congregational, Evangelical, and United traditions
worldwide. 21 The Evangelical Synod of North America and its successive partners all
fall under the Reformed tradition umbrella. The authors discuss what it means to be

19

S. Scott Rohrer, “Land and Family: The Pietist Migration to North Carolina in the Late
Colonial Period,” in Wandering Souls: Protestant Migrations in America, 1630-1865 (Chapel Hill, NC:
The University of North Carolina Press, 2010), 107-134.
20

Jean-Jacques Bauswein and Lukas Vischer, eds. The Reformed Family Worldwide: A Survey
of Reformed Churches, Theological Schools, and International Organizations (Grand Rapids, MI:
William B. Eerdmans Publishing Company, 1999).
21

Ibid., vii.
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“reformed” and the meanings behind various terms appropriate to the denominations
within the tradition. Each country that has some tie to the Reformed tradition is
mentioned. In the United States chapter, the editors mention the Reformed Church in
the United States that merged with the Evangelical Synod to create the Evangelical
and Reformed Church, and later, the United Church of Christ. 22 The most complete
discussion is the mention of the United Church of Christ (UCC) and its predecessors.
The blending of the predecessors has been a challenge for the UCC as it works to
“maintain an ecumenical and theological identity in its diverse membership.” 23
German reformed churches are mentioned as well. One reformed tradition, “The
Evangelical Reformed Church” is the closest to the definition of the Prussian Union.
However, the Hanover church was allowed by the King of Prussia to remain
autonomous and exist alongside the Lutheran church. 24 Erbe would have mostly likely
been aware of such traditions.
Unless well-read in religious history, many people have not heard of the
Moravian Church. Thus, in an effort to understand the denomination, a pamphlet has
been written entitled, This We Most Certainly Believe: Thoughts on Moravian
Theology by C. Daniel Crews. 25 This pamphlet details the core beliefs of the

22

Ibid., 536-7.

23

Jean-Jacques Bauswein and Lukas Vischer, eds. The Reformed Family Worldwide: A Survey
of Reformed Churches, Theological Schools, and International Organizations (Grand Rapids, MI:
William B. Eerdmans Publishing Company, 1999), 539.
24

Ibid., 181-2.
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Moravians in the twentieth and twenty-first Centuries and as such will illuminate the
values by which Erbe lived by and how he expressed his faith through his music.
A History of the Evangelical and Reformed Church details how the
denomination has survived through the years by merging with other traditions. 26 One
such merger was with the German Evangelical Synod of North America. The book
details the histories and events leading to the merger of the Evangelical Synod and the
Reformed Church, and their foundational beliefs. Although music is not addressed the
author provides insight into the theological practices of the denomination.
Two notable sources that highlight choral practices in America and around the
world are Nick Strimple’s Choral Music in the Nineteenth Century and his Choral
Music in the Twentieth Century. Both texts provide insight into the major choral
composers and their styles in those eras. Erbe would have been familiar with major
European trends in the nineteenth century and presumably would have also been
influenced by American choral practices in the twentieth century. 27

25

C. Daniel Crews This We Most Certainly Believe (Winston-Salem, NC: Moravian Archives,

2005).
26

David Dunn, Paul N. Crusius, Josias Friedli, Theophil W. Menzel, Carl E. Schneider,
William Toth, James E. Wagner A History of the Evangelical and Reformed Church (New York, NY:
The Pilgrim Press, 1990).
27

Nick Strimple Choral Music in the Nineteenth Century (New York, NY: Amadeus Press,
2008) and Nick Strimple Choral Music in the Twentieth Century (New York, NY: Amadeus Press,
2002).
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Three books that will assist in the creation of critical editions are The
Interpretation of Music by Thurston Dart; 28 Editing Early Music by Thurston Dart,
Walter Emery, and Christopher Morris; 29 and John Caldwell’s book Editing Early
Music. 30 These three texts will guide me through the process of transcribing music
from handwritten notation in preparation for publication. They address how to handle
inconsistencies within the scores and other editorial practices.
One of several other books that discuss the status of church music in the world
prior to 1900 and after is Elwyn A. Wienandt’s Choral Music of the Church, which
focuses on choral traditions from 1600 to the early 1960’s. 31 He briefly addresses the
state of Moravian music and composers in America stating that the “wealth of material
these composers left is not completely known, for the archives of the brotherhood are
still being studied.” 32 He leaves the door open for further study before an ultimate
decision is made about the impact of Moravian Music on American life. Although he
laments the fact, an almost non-existant Moravian culture resulted from a “tradition
[that] was ingrown and died out without causing a stir among native-born
composers.” 33

28

Thurston Dart The Interpretation of Music (London: Hutchinson & Company, 1962).

29

Thurston Dart, Walter Emery, and Christopher Morris Editing Early Music (London:
Novello & Company, 1963).
30

John Caldwell Editing Early Music (Oxford: Clarendon Press, 1985).

31

Elwyn A. Wienandt Choral Music of the Church (London: The Free Press, 1965).

32

Ibid., 353.
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A second book on church music that will help in the analysis of Erbe’s English
anthems is Elwyn A. Wienandt and Robert H. Young’s The Anthem in England and
America. 34 The book addresses anthems and their creation and use from the English
Reformation in the sixteenth century to twentieth century practices. In addition,
several chapters help illustrate how the anthem might have been used in the early
twentieth century and the effect of it on the American musical landscape.
The book Choral Music in Nineteenth-Century America: A Guide to the
Sources, 35 compiled by N. Lee Orr and W. Dan Hardin, is an excellent resource that
lists articles, theses, and dissertations pertaining to various aspects of choral music in
the United States, such as the Moravians, Denominational Music, Regional Studies,
and Hymns and Gospel Songs. These particular sections will help me in further
research by highlighting recent scholarship.

33

Elwyn A. Wienandt Choral Music of the Church (London: The Free Press, 1965), 354

34

Elwyn A. Wienandt and Robert H. Young The Anthem in England and America (London:
The Free Press, 1970).

35

N. Lee Orr and W. Dan Hardin Choral Music In Nineteenth-Century America: A Guide to
the Sources (Lanham, MD: The Scarecrow Press, Inc., 1999).
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METHODOLOGY

Ernst Immanuel Erbe’s ouevre is housed in the archives of the Moravian Music
Foundation. The manuscripts are too fragile to leave the archives, to be photocopied,
or scanned. Consequently, this study necessatated traveling to the archive to examine
and photograph manuscripts which were later transcribed into Finale® notational
software. I have accounted for editorial problems in the manuscripts, including the
placement of noteheads, articulation, and dynamic markings. 36 Sources consulted for
this endeavour include Thurston Dart’s The Interpretation of Music; Thurston Dart,
Walter Emery, and Christopher Morris’ book Editing Early Music; and John
Caldwell’s Editing Early Music – an update to the previous book by Dart, Emery, and
Morris.
Ernst Erbe is primarily considered a Moravian composer because he grew up
in a Moravian household, studied in the Moravian school system, served Moravian
churches in Germany, and adhered to Moravian principles throughout his life;
however, upon Erbe’s arrival in North America, he neither served a Moravian
congregation nor lived in a Moravian community rather he served the Evangelical
Synod of North America formed by German immigrants on America’s “frontier” (i.e.,
western Pennsylvania, Ohio, and west to Missouri). Eventually, the denomination
merged with the Reformed Church in the United States to form the Evangelical and

36

These will be included in the forthcoming editions of Ernst Erbe’s music.
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Reformed Church. Later, the denomination merged with the Association of
Congregational Christian Churches to create what is known presently as the United
Church of Christ. Understanding the core beliefs of the Evangelical Synod of North
America and the Moravian tradition will, I believe, establish a link between the two
entities as well as help our understanding of Erbe’s compositional process and his
interest in varied styles. 37
Critical editions will be created to help choral conductors understand the
works. Contained within will be analyses of selected choral anthems that will enable
them for successful rehearsals and performances. Such analyses will not only
illuminate Erbe’s eclectic compositional process, but will also serve to illustrate how
Erbe assimilated various styles. The genres selected are how Erbe’s music can be
grouped.
1. Liturgical Settings
a. Kyrie, Op. 16, No. 1
b. Agnus dei, Op. 16, No. 2
c. Nunc dimittis (no opus)
d. Jubilate in D (no opus)
e. Jubilate in G (no opus)
2. A cappella German Motets (Op. 8)

37

The Evangelical Synod of North America (ESNA) was similar in makeup and belief to the
Evangelical Church of the Prussian Union which was a denomination that unified Lutherans and
Reformed congregations with one liturgy and one government. In what will be explored in Chapter
One, Erbe suffered a fracture with his Moravian congregation in Prussia. Upon his arrival in the United
States, the ESNA was probably more appealing than a close knit community of Moravian brethren.
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a. Aus der Tiefe, Op. 8, No. 2
b. Frohlocket mit Händen, alle Völker, Op. 8, No. 3
c. Herr, neige deine Ohren, Op. 8, No. 3
d. Unsre Seele harret auf den Herrn, Op. 8, No. 4
e. Mache dich auf, Op. 8, No. 5
3. English Anthems
a. Oh, Behold, Op. 1
b. Christmas Anthem
4. Miscellaneous
a. Ein Kindelein (no opus)
b. Aus tiefer Not (no opus)

The music will be analyzed using Julius Herford’s bar and harmonic
analysis. 38 Hereford’s style of analysis is the generally accepted style for analyzing
choral music. It is the most scholarly tool and appears frequently as an analytical tool
in the Choral Journal, the official publication of the American Choral Director’s
Association (ACDA). Herford’s method of analysis contains several levels. The first
begins with the text: its poetic structure and meaning. The next level is deciphering the
overall form of the composition and working to the sub-levels where the macro form
can be divided into smaller sections. Finally, the groupings of phrases as well as
harmonic and cadential structures are examined. This particular study will not only
38

Julius Herford, “The Choral Conductor’s Preparation of the Musical Score,” in Choral
Conducting Symposium, ed. Harold A. Decker & Julius Herford (Upper Saddle River, NJ: Prentice Hall,
1988), 199-265.
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help conductors prepare Erbe’s works for performance, but will also help to show
Erbe’s understanding and assimilation of various compositional styles.
Erbe’s texts appear in German, English, and Latin. The creation of singable
English translations will assist many church choirs in the presentation of the works.
Church choirs other than those affiliated with the Moravian Church might find these
works interesting to perform; given the transcending nature of the texts, such
translations might also be appealing.
An examination of vital and civil records (birth, death, census) will help create
a timeline of the composer’s life as as well as illuminate the composer’s occupations,
family life, and places of residence. Finally, archival sources in Switzerland,
Germany, Nebraska, Kentucky, and Missouri will help determine when Erbe served
various churches and locales; what (and when) anthems were performed; and Erbe’s
role in the church and community as a music teacher and bookkeeper for Eden
Publishing House. An examination of records will show how Erbe added to his
income and to his publications. 39,40,41

39

Eden Publishing House closed its doors in 1978, but records may exist in a Missouri library.

40

Eden Publishing House is now a set of luxury condos in St. Louis; the building is also
registered with the National Historic Register of places (http://www.gilded-age.com/eden_history.html).
41

Ernst Immanuel Erbe, Seventeen Organ Chorales (Charlotte, NC: Brodt Music Company,
1983). The collection indicates that the manuscripts were sent to the Moravian Music Foundation
Archives by his daughter Louise in 1978.
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CHAPTER TWO
BIOGRAPHY

Ernst Immanuel Erbe, born to Carl Erbe (1801-1873) and Louisa Weiss on 30
December 1854 in Bern, Switzerland, grew up in a household surrounded by music
and ministry. 42
According to church records obtained from the Moravian Church in Ebersdorf,
Germany, Ernst was born a twin, the second child having passed away at birth or
before being baptized. The elder Erbe, a Moravian minister and amateur musician
born in Schmalkalden, Germany, moved to Bern in 1852 as part of the Moravian
Diaspora, a missionary movement that encouraged personal prayer and worship, Bible
study, and confession of sins, as well as missionary work in spreading the Christian
Gospel to Europe and the world. Louisa also bore two other children during their
ministry in Bern: Adolf Immanuel (b. 1858) and William Immanuel (b. 1862). 43 In

42

There is some uncertainty regarding the year of Erbe’s birth. His daughter, who wrote a brief
biography in The Story of our Hymns: The Handbook to the Hymnal of the Evangelical and Reformed
Church by Armin Haeussler, records the date as December of 1854 while several documents, including
church records in Ebersdorf, his marriage license, and some census records, list February 1, 1855 as the
year of birth. Even the Ebersdorf records reflect this uncertainty as they also contain a note to his
December birth.
43

The ancestry website FamilySearch.org lists birth and baptismal records of a sister to Ernst
Erbe while the family was still in Bern. This has not been verified in conjunction with the church
records received from Ebersdorf. No other information has been located regarding family members. The
aforementioned biography states that a brother had moved to America, prior to Erbe’s immigration, but
it does not give a name. However, letters from an Adolf Erbe in Colorado are in the Erbe file boxes at
the Moravian Music Foundation. No hint at a familial link was identified but it can be argued that Ernst
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1864, Carl Erbe resigned his position due to hearing loss and moved his family to
Königsfeld in Germany before settling in Ebersdorf by 1865. 44 Beginning in 1867,
Ernst studied at the School for Boys in Niesky before rejoining his family in 1868. 45
In Ebersdorf, two other siblings were born but lost either in childbirth, in 1866, or
within a year (Paul Immanuel, 1869-1870). In 1873, Carl Erbe passed away; he is
buried in Ebersdorf. 46
Evidence is scarce in creating an exact timeline of Ernst Erbe’s life and career.
Extant evidence indicates that he began composing as early as his teens. During his
seventeenth year, Erbe entered a composition competition in Berlin juried by the
violinist Joseph Joachim, who had established his own orchestra and the Joachim
Quartet in conjunction with the Royal Academy of Music in Berlin in 1868. Erbe’s
music was returned to him, as the jurists believed it had been written by one of his

followed Adolf to Lincoln, Nebraska before moving to St. Louis while Adolf decided to move further
west. No other information is recorded about other family members.
44

According to records in Ebersdorf, Ernst had been sent to Königsfeld in 1863 to receive an

education.
45

The Niesky Paedogogium began in 1742 along with the theological seminary established at
Barby in 1754 were the “major sources of training in theology and music for the European teachers of
the Moravian men.” (Knouse, 212). Research is being conducted to ascertain the teachers of Erbe
during his study in Niesky.
46

Ebersdorf, Germany or Saalburg-Ebersdorf as it is officially known is in the state of
Thuringia, on the border of Bavaria. It is situated on the river Saale and has been the home to the House
of Reuss, whose notable connection to history includes Henry VI, Holy Roman Emperor and the
maternal grandmother of Queen Victoria of the United Kingdom. The city had a sizable Moravian
population due to the union of Erdmuthe Dorothea, Countess von Reuss-Ebersdorf who married Count
Nicolaus Ludwig von Zinzendorf, the prinicpal leader of the renewed Moravian Church from its
beginnings in the 1720’s until his death in 1760. A Moravian settlement was begun in Ebersdorf in the
1730’s and by 1745 there were over 400 Brethren living there. It was a center of education and social
work. To this day, the Moravians still operate a children’s home.
(https://sites.google.com/site/bruedergemeine/geschichte 2/22/2013)
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teachers. 47 As Joachim was a violinist of repute, it is possible Erbe composed a string
quartet 48 as an entry for a competition of new music. 49 Sometime between 1873 and
1884, Erbe assumed an organist position at Kleinwelka.
In 1884, Ernst was called to serve as organist of the Moravian congregation in
Ebersdorf. The minutes of an 1884 church meeting indicate “that Brother Sponar left
the church after Easter and that leaves us without an organist. Brother Kunz in
Herrnhut recommends the unmarried Brother Ernst Erbe as a competent organist. We
would like for him to come and have him look over the position.” 50 Erbe took the
position, as the diary of the Single Brothers in 1884 records a personnel change,
indicating that Ernst Immanuel Erbe from Kleinwelka moved to Ebersdorf to hold the
position of organist. 51
The year 1889 brought change for Ernst Erbe when it was exposed that he, a

47

Nola Reed Knouse, ed., The Music of the Moravian Church in America (Rochester, NY:
University of Rochester Press, 2008), 270. (see next note)
Armin Haeussler, The Story of our Hymns: The Handbook to the Hymnal of the Evangelical
and Reformed Church (St. Louis, MO: Eden Publishing House, 1952), 42, 43.
48

Contained within Erbe’s file boxes at the Moravian Music Foundation are several string
quartet compositions. One of which may have been his entry.
49

http://www.jjv-hannover.de/en/competition/joseph-joachim.html (22.2.2013) Presently, the
Joseph Joachim International Violin Competition in Hanover is held every three years.
50

Minutes from the church meeting, 31 March 1884 in Ebersdorf, Germany that record the
church’s interest in Erbe and the ensuing call to Ebersdorf from Kleinwelka.
51

The community was divided into choir groups. In this instance, “choir” does not refer to a
musical entity, rather it describes how people were divided by age, gender, and marital status. Single
Brothers referred to unmarried men while Single Sisters refers to unmarried women. “In some
communities the choirs had separate living quarters; in all communities, they had separate choir
meetings for worship and study, for the development of close interpersonal relationships, and for
mutual support and growth in the life ‘in Christ.’” (see Knouse 16)
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single man, was having an affair with a married woman, Henriette Wilhelmine Bissing
(b. 30 January 1844). From the diaries of the Elders Conference in 1889, the following
notes were taken:
Up for discussion is the sad case, that has taken place during the course
of the last year. During this time, the single Brother E. Erbe and the
married Sister Bissing engaged in an immoral affair with each other.
This has only recently been revealed so that intervention by members
of the conference is now both possible and demanded. However, since
the matter is not yet fully clear, a decision will not be reached at this
time. 52

At the end of the month, the elders met again and determined adultery had
been committed and that both Bissing and Erbe would be excluded from partaking in
the sacraments of the church (Abendmahl or Communion).
In regard to the preciously noted offense under Protocol No. 7, between
Brother Ernst Erbe and Sister Bissing, new evidence has been found
through the confession of Sister Bissing. It is with certainty that
adultery has been committed. Therefore, the conference feels forced
according to regulations in the Synodal regulations, to exclude the
involved parties from Communion (Abendmahl) and will seek the
consent of the leading collegiate to do so. In the following evening, the
community will be notified of the decision. 53
Erbe refused to submit to the discipline and volunteered to separate himself
from the congregation. The records note “Brother Ernst Erbe made a statement, that he

52

Entry from the Ebersdorf Church Protocol of the Elder Conference of early May 1889 where
the elders met to discuss the situation between Ernst Erbe and Henriette Bissing.
53

An Entry from the Protocol of the Elder Conference of 31 May 1889 detailing disciplinary
actions of both Ernst Erbe and Wilhelmine Bissing.
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is not willing to comply with church laws and because of that will willingly separate
himself from the community. He will depart from Ebersdorf next Sunday.” 54 The
elders also lamented how unwilling Erbe was to repent and how he was handling the
situation in regards to the severity of the sin. He went to Gera, Germany before
embarking on his trip to the United States of America to follow his brother. 55 Prior to
his departure, Erbe wrote a letter to the congregation at Ebersdorf asking that the
community certify his exemption from military service and verify his age and birth.
Dear Brother Baer!

I have a great favor to ask of you. Could you be so kind and
issue me a certificate stating the following:

Sir Ernst Immanuel Erbe, until now an organist, who intends to
depart to New York, is hereby certified that he was born in Bern on
Dec. 30, 1889 and is exempt from military service. 56

Ebersdorf, Head of Community57

54

Entry from the Protocol of the Elder Conference of 31 May 1889.

55

No information is given regarding which brother went to America. In the archive files at the
Moravian Music Foundation in Winston-Salem, N.C., there are several letters from an Adolph Erbe
living in Colorado. Nothing hinted at the familial relationship, but it may be his brother. The
information in the above text was gleaned through email correspondence with the archive of the
Ebersdorf Moravian Church, Heinz Dieter Fiedler, archivist in Saalburg-Ebersdorf and the archive at
Herrnhut, Katharina Dapar, archivist with Unitätsarchiv Herrnhut.
56

Erbe must have been in a hurry to finish the letter and receive verification of his age and
military exemption as he wrote the year 1889 as his birth year instead of 1854.
57

This was a signature line for the Gemeindevorsteher who was a representative of the
community. In some locales - outside the Moravian Church, it can stand for the mayor of the city.
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Would you kindly address this certificate to: Sir E.I. Erbe, to
address Hamburg-American Paketfahrt-Aktient-Gesellschaft, Hamburg,
Deichstrasse 7.

Unfortunately, my birth and military exemption certificates are
hidden away in my luggage and it is questionable whether I will be able
to open the same in Hamburg. Therefore, it would be a tremendous
favor if you could send me a certificate with the above statement
certified. I leave here this evening, since I must be in Hamburg for 36
hours before the ship departs. (It is named Hammonia and leaves
Hamburg on Sunday morning).

The military exemption certificate is unnecessary at my age, but
I must at least be able to prove my age!

Thank you in advance!

Your E.I. Erbe
Gera, Heinrichstrasse 1
June 12, 1889

P.S.: I want to go to America to be a music teacher. Here
everyone asks about “music conservatories,” not there though. 58

Gemeinde refers to the community while vorsteher refers to the leader or head - thus Head of the
Community. However, in the Moravian community the term more appropriately refers to the business
manager and not the spiritual head of the community. Erbe went ahead and inserted the signature line
and all pertinent information, hoping the Gemeindevorsteher would simply sign the document and
return it to him.
58

Letter written by Erbe on 12 June 1889 in Gera to the community in Ebersdorf asking them
to send proof of his age and military exemption to aid in immigration to the United States of America.
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Ernst Erbe boarded the steamship Hammonia in Hamburg on 16 July 1889
bound for New York City with a possible layover in Southampton, England. He
entered New York 27 July 1889 59 and settled in Lancaster, NE (present day Lincoln,
NE). 60 Shortly after his arrival, he wrote another letter to the community in Ebersdorf
asking that his separation from the community (i.e., leaving Ebersdorf and moving to
America) be stricken from the record and that the record be appended to reflect that he
was merely excluded from Communion. The elders believed their action could be
reviewed, but with his living in America, he was told to contact the proper authorities
of the Moravian church, either in Bethlehem, Pennsylvania or Salem, North Carolina.
Ernst Erbe, currently in Lincoln in America, is asking for the separation
from the community to be viewed as having never occurred, but rather
have him be viewed as a member of the community who was excluded
from the Communion. The Conference believes that such a clear
decision (on its part) cannot simply be ignored, but rather an orderly
revision is necessary for such a case. However, since Erbe is residing in
America, such a request is inappropriate for our local community to
consider. The same person (Erbe) may rather contact our American
community.
The conference will advocate such a request under the conditions that
Erbe supplies a well-founded argument to prove his change of mind in
a public message to say if he compensated the Bissing family for his
offense. The latter is of importance to the conference in order to
59

Records from Ancestry.com note that the arrival port was New York but nothing states Ellis
Island expressly. Another source states that there was a pier for the Hammonia and the HamburgAmerica Line at Hoboken, New Jersey. It is also to be noted that occasionally some lines continued to
New Orleans where passengers then took another trip up the Mississippi to the Midwest. There are also
no notes as to how Erbe made it from New York to Lancaster, NE.
60

A check of civic records revealed an Adolph Erbe, possibly Ernst’s brother, in Seward, NE
which is approximately 25 miles west of Lincoln.
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evaluate the entire case for the further treatment of the affected
family. 61

Erbe’s biography, in Haeussler’s book, states he served an Episcopal church in
Lincoln, Nebraska, and most likely a few others as a substitute organist and applied
teacher of keyboard and string methods. The only church that confirmed his presence
in Lincoln, Nebraska was the Unitarian Church. A letter of recommendation regarding
Erbe’s service to the church exists in the Erbe file boxes at the Moravian Music
Foundation. A letter by Stephen L. Geisthardt, a Lincoln, Nebraska, lawyer, claims
Erbe served as “the organist for the Unitarian Society of Lincoln from May, 1891 to
July 1892 when…regular services were discontinued for a time on the resignation of
its minister…Mr. Erbe gave general satisfaction in his position, and I take pleasure in
recommending him as a faithful worker.” 62 The records at the Unitarian Church in
Lincoln indicate that an organ was not installed in the church until 1920; however,
there was a brief interim in 1891-1892 when the Unitarian church met in a borrowed
facility while the church built a newer building on the site of the original church
building. No church records confirm the location of this facility or if it might have

61

An entry from the church records in Ebersdorf, responding to Erbe’s inquiry regarding his
status within the community of faith. It should also be noted that the Conference concluded that if he
did not publicly admit his inappropriate actions and compensated the Bissing family, his request for
help will be denied by all parties.
62

Letter dated November 18, 1892 by Stephen L. Geisthardt, Secretary for the Unitarian
Society of Lincoln, Nebraska.
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been shared with another church; Erbe may have been “moonlighting” for two
congregations. 63
Erbe continued his musical work in the Lincoln, Nebraska area. This brought
him into contact with many people, one of whom was an immigrant from Germany
named Marie Schiffer. 64 He met her at a rehearsal of Elijah at the Evangelical Synod
Church, and they were married 8 April 1890. From there they moved to St. Louis,
Missouri, where he began a serious of substitute organ positions and taught.
For a brief time, Erbe and his family moved to Louisville, Kentucky where a
son, Karl Wilhelm, was born in 1898; but by 1900, the family had returned to St.
Louis, Missouri where Erbe opened a music studio and again served as a substitute
organist for various churches within the German Evangelical Synod of North
America. 65 Letters of recommendation survive in his file box at the Moravian Music
Foundation, but verifying positions with churches in St. Louis has been impossible
thus far. He lived the rest of his life in St. Louis and is buried in what is now the St.
Paul United Church of Christ graveyard.

63

Email correspondence with Rev. Fritz Hudson, Minister of Unitarian Church of Lincoln (8
August 2012).
64

According to Ancestry.com Marie Schiffer emigrated from Germany arriving in New York
11 October 1886 at the age of 26 on the steamship Westphalia. The aforementioned biography by the
Erbe’s daughter stated that Marie was one of three sisters with whom he was rehearsing for Elijah. The
Westphalia passenger manifest log does not record other sisters, but it could be possible that she
followed them to America as soon as she had saved enough money. Like Ernst, no other notes pertain to
how she made her way to Nebraska.
65

Erbe’s obituary appeared in Das Friedensbote, the German language newspaper of the
German Evangelical Synod of North America. It stated that he was a regular substitute organist for
many churches of the GESNA denomination within St. Louis.
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Ernst Erbe has a fascinating and colorful history, but issues have arisen as to
the validity of many things quoted in his biography written by his daughter and later
published in the hymnal companion The Story of our Hymns: The Handbook to the
Hymnal of the Evangelical and Reformed Church by Armin Haeussler. First, the
biography states that Ernst was largely educated at Herrnhut. Through email
correspondence with the archivist in Herrnhut, it appears that the only records found
show that he studied in Niesky, Germany. Perhaps, Erbe viewed his time at Niesky as
an extension of Herrnhut, being that these two locales are forty kilometres apart. If
Erbe did spend most of his time with his family in Ebersdorf, it could be that he
received some education at Herrnhut but became homesick and returned to Ebersdorf,
as these locales are approximately 300 kilometres apart. Although it may be possible
Erbe studied at Herrnhut, it would seem curious that this would be missing from the
official record given the meticulous records often kept by the Moravians.
The second curiosity that arises from the biography is that it states “his first
position as an organist was with an Episcopal church” in Lancaster/Lincoln,
Nebraska. 66 Inquiries were made to the oldest Episcopal Church and the diocesan
office. The historian for the diocese stated that in “1889-1890, Holy Trinity [Episcopal
Church] was the only church designated as a parish in Lincoln. A mission called Holy
Comforter was established that year, and another named St. Andrew’s in 1891.” 67

66

Haeussler, 42.

67

Email correspondence with Jo L. Behrens, Historian for the Episcopal Diocese of Nebraska
(7 November 2011).
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Working from the premise that Erbe’s first position began when he arrived in Lincoln
before he met his future wife, it would seem logical that Holy Trinity would have been
the church with which he would have been affiliated. The archivists of the church
noted that no Erbe was listed in any of the church registers; neither was he mentioned
in vestry minutes or annual meeting records. They “did discover that in January, 1889,
the parish met in the basement of the under-construction church, and rented an organ
for $2.50 per month. At that time, organist H. J. W. Seamark was hired, and in 1900,
Stella Rice was the organist.” 68 This evidence does not support Erbe’s case that he was
the organist for the Episcopal Church in the city, except for the possibility of being a
substitute organist. His biography goes on to state that he served the Evangelical
Synod church there, at least in preparation for Mendelssohn’s Elijah, but inquiries to
the modern descendant of the Evangelical Synod Church have not been answered.
Next, Erbe “was in charge of the music in an Evangelical Synod church in
Louisville, Kentucky, for a brief period.” 69 Through correspondence with the church,
it was determined through church records that the Erbes had a son while there, and he
was baptized 2 September 1898; 70 however, no record of Ernst serving as music

68

Email correspondence with Ann Wahl, archivist at Holy Trinity Episcopal Church, Lincoln,
Nebraska (10 February 2012).
69

Haeussler, 42, 43.

70

Finding a descendant church of the Evangelical Synod church there proved difficult.
Determining churches that had German backgrounds helped to narrow the field. Many of these churches
now are members of the current United Church of Christ denomination. The modern church is a
combination of two churches: St. Paul Evangelical United Church of Christ and Bethel United Church
of Christ. Today it is known as Bethel-St. Paul United Church of Christ. St. Paul Church was the
German speaking church of the Evangelical Synod. According to the church’s website: St. Paul
Evangelical was established by German immigrants in Louisville, Kentucky in 1836.
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director exists. The church did have a parochial school, and it is possible that he
served as a music teacher, but again no information was recorded. The church notes
state:

For many years the St. Paul’s parochial school flourished. The
attendance increased to the extent that two, and sometime three
teachers were necessary. The school ceased to exist in 1900.
From 1836 to 1900 the following teachers instructed the children: The
Rev. Brandau and Daubert, the Messrs. Stein, Doscher, Frey, Zeller,
Traudt, Blum, Leonhardt, Rentschler, Dinnyes, Motschmann,
Schroeder and Conrad, and Mrs. S. Prins.
For a number of years some of the above named teachers had charge of
the organ and choir. Later on a regular organist was employed. Quite a
number served in this capacity. Of this number two deserve especial
mention, namely the Messrs. Killian Seng and Wm. E. Conen. The
former served faithfully for over twenty years, and the latter has
already served with great ability for over ten years. 71

It is possible that Erbe was one of many who held such positions. Also, an
examination of the treasury ledgers of the church reveals that between 1894-1902,
Erbe was not serving this church. If he did, it might have been on a volunteer basis and
he depended on teaching music lessons to make a living. 72 But due to his son’s
baptismal record, his presence, but not his occupation, is verified in Louisville,
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Notes from the Seventy-Fifth Jubilee of the St. Paul’s Evangelical Church, Louisville,
Kentucky, 1911.
72

Email correspondence with Suzan Westerman of Bethel-St. Paul Church, Louisville,
Kentucky (18 July 2012).
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Kentucky. 73 Records do not state when he arrived, but he is presumed to have left and
moved back to St. Louis, Missouri prior to 1900 as the 1900, as evidenced by census
records. It is possible that with the closing of the parochial school, he was forced to
move.
Tracing Erbe’s trail becomes more problematic when he permanently settled in
St. Louis, Missouri. The biography states he served as organist and choir director
successively at “St. Andrew’s, Trinity, and Nazareth churches of the Evangelical
Synod.” 74 Determining whether or not he actually served these churches remains a
difficult task given that no letters of recommendation exist from these churches.
Letters from other churches state he had done his job satisfactorily, most likely as an
interim or substitute musician. Narrowing down the number of churches and trying to
search through archives has also been a difficult task since many have closed or
merged with another congregation. One Evangelical Synod Church has now become a
mosque in St. Louis, Missouri. The obituary of Erbe states that he was “‘zeitweilig’
organist at various churches, which might be interpreted as meaning, part-time or
perhaps [a] substitute [organist].” 75

73

The baptismal record indicates that the presiding pastor and baptizer at St. Paul’s was a
gentleman whose surname was Schiffer, possibly a relative of Marie Erbe. Another possibility is that
the pastor was named as the Godparent of the child. Unfortunately, the writing of the record is
practically illegible to determine exactly what it states.
74

Haeussler, 43.
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Email correspondence with Scott Holl, archivist at Eden Theological Seminary, St. Louis,
Missouri (29 May 2012).
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Scott Holl, archivist at Eden Theological Seminary in St. Louis, Missouri
noted that the German Evangelical Synod denomination had twenty-five churches
within the city. Close to Erbe’s residence were seven German Evangelical Churches
he may have been associated with: St. Paul’s, St. Marcus, Jesus Church, St. Luke’s, St.
Matthew’s, Ebenezer, St. Andrew’s, and Trinity. At least two of these, St. Andrew’s
and Trinity, might bear validity to the statement that he served the churches as organist
and choir director. Notes in Erbe’s file at the Moravian Music Foundation prove that
he did serve at least Jesus Church and St. Andrew’s Church. Holl, also noted that no
record of his having served at Eden Publishing House as a bookkeeper exists, but there
is a letter in the file stating that Erbe had served them faithfully.
Finally, Erbe wrote one extended work, a cantata entitled The Passover. The
text was written by F. W. Herzberger, a Lutheran missionary and pastor. It was first
sung at Trinity Lutheran Church in St. Louis and published by Concordia Publishing
House. Research inquiries to Trinity Lutheran church again yielded a lack of
information. According to their records, Erbe was not listed. 76 It does not mean the
work was not performed; perhaps a list of musical works was not kept in this time
period as church staff and monies were more important.
The inconsistencies are curious. It is entirely possible that he was a key figure
in the German Evangelical Synod denomination, as he did publish some articles
regarding church music and a chorale book for the denomination; however, he
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Email correspondence with Barb Kurtz, Trinity Lutheran Church, St. Louis, Missouri (26
March 2012).
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probably shied away from the spotlight as he was “always motivated more by the
missionary ideal of the Moravians than by the thought of personal gain or prestige,” 77
but he did want the future to know where he served to try and preserve a heritage of
his influence upon other people. The inconsistencies are too great to ignore.
Another question arises as to why Erbe settled in St. Louis, MO. It was an
epicenter for German immigrants to gather and then spread throughout the heartland
of America where many would become farmers. Otto Holzapfel writes,

[u]p until World War I the Midwest could boast an abundance of social
institutions that fostered “German” musical activities—singing,
musical, and sporting societies. Some of these organizations survive
even until the present…More and more settlers would choose the fertile
regions around the Great Lakes and the Mississippi River, not least
because of abundant sources of water, serving as the foundation for
expanding agriculture…By the 1880’s, the region stretching from
Cincinnati to Milwaukee to St. Louis, with Chicago in the geographical
middle, came to be known as ‘the German triangle of the West.
Abundant and fertile land, not religious freedom attracted German to
the Midwest during the first major wave of immigration to the region. 78

Holzapfel argues that many Germans were not necessarily trying to obtain religious
freedom, but were more concerned about how they might make a living. Erbe was

77

Haeussler, 43.
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Otto Holzapfel. “Singing from the Right Songbook: Ethnic Identity and Language
Transformation in German American Hymnals,” in Music in American Religious Experience, ed. Philip
V. Bohlman, Edith L. Blumhofer, and Maria M. Chow (New York, NY: Oxford University Press,
2006), 176-177.

37

Texas Tech University, Ian B. Aipperspach, August 2013

trying to find a way to make a living and to minister to his fellow kinsmen. The social
institutions that fostered musical activities may have been similar to what the
Moravians had both in German and in America: amateur musicians who played at an
unusually high level for enjoyment. Erbe was possibly drawn to this to supplement his
career as a church musician and it may have reminded him and his wife of the lives
they had in Germany.
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THE GERMAN EVANGELICAL SYNOD OF NORTH AMERICA

The roots of the German Evangelical Synod of North America (GESNA) grew
out of the many German immigrants who came to America during the nineteenth
century. Some have nicknamed the denomination “Lutheran light” as it shares many
characteristics with Lutherans, but as more immigrants came to America,
denominational lines began to be clearly drawn. Little information can be gleaned
about the GESNA but its sister denomination with which it would eventually merge,
the Reformed Church, contains more information that helps to create a picture of the
tradition. Prior to its genesis in America, the Evangelical Church of the Prussian
Union was formed in 1817 by unifying Lutheran and Reformed congregations under a
common liturgy and church government. In America, German immigrants who settled
on both sides of the Missouri River in the St. Louis region began to establish churches.
In 1840, the Deutsche Evangelishce Kirchenverein des Westens (German Evangelical
Church Society of the West) was initially formed as a pastors’ association and
dedicated itself to the “ideas of a united Evangelical Church that avoided confessional
disputes. As it became more established, the Kirchenverein, began to take on the
attributes of a full- fledged denomination.” 79 The denomination would become known
as the Deutsche Evangelische Synode von Nord-Amerika (German Evangelical Synod
of North America) in 1872. The unity of the church extended beyond its name, as
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Scott Holl. A Brief History of the Evangelical Synod of North America. (St. Louis, MO:
Eden Theological Seminary, 2008), 2.
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many congregations included the title “Lutheran” or “Reformed” as part of their
monikers. However, the denomination
avoided confessional disputes by emphasizing what the Lutheran and
Reformed traditions held in common and practicing tolerance where
the two diverged…Despite this unionistic confessional position, most
German immigrants that made up the Evangelical Synod came from
Lutheran territorial churches or United Churches where the Lutheran
tradition was strong. The denomination, therefore, tended to be
identifiably Lutheran in practice and custom as long as the German
language held sway. 80

On the “frontier,” the GESNA was probably what Erbe was the most familiar
as he would have been aware of Lutheran and Reformed traditions in Germany in
addition to the Prussian Union Churches. After separating himself from the Moravian
church in Ebersdorf and moving to Nebraska to be close to his brother, the German
language services of the GESNA may have aided Erbe’s transition to America. He did
request through the Ebersdorf Church to be reinstated to the Moravian Church in
America, but they deferred it to the American branch. A lack of evidence suggests he
did not contact the American branch but accepted his lot in life and pursued a career
with churches in the GESNA that were German language focused. The GESNA was
slow to change from German to English, as it did not “offer an English translation of
its catechism until 1892 or publish an English hymnal until 1898…World War I and

80

Ibid., 2.
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an increasingly assimilated younger generation helped speed the transition.” 81 The
shift to English was probably when Erbe started writing his English anthems.
The German Reformed Church was a cousin to the GESNA and would later
merge with them contained similar musical practices. The German Reformed
congregations did not sing psalms, and the traditional German chorales were being
forgotten, but in 1855 a new hymnal was produced that recovered the chorale heritage
and stimulated congregational singing which intended to correct the course of
congregational worship and restore balance to selected tunes in use in the hymnal. 82
The German Reformed were “progressive” in adapting to their English
surroundings, while the GESNA and Lutherans were slower to change. A reprint of
the German Reformed hymnal in 1868 included a distinctly English evangelical bent
with 49 percent of the texts written by English Evangelical writers. “There were only
four or five translations from the German, and not from the classics of the German
chorale heritage. One was by Johann Hertzog, two by Wesley of Gerhardt, and one by
Nicholaus Zinzendorf…the hymnal essentially obliterated the German chorale tune
heritage along with the German chorale texts.” 83 The Lutherans, however, had more
regard for their heritage and included more German chorales than the Reformed. The
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Paul Westermeyer, “The Evolution of the Music of German American Protestants in Their
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Press, 2006), 160-161.
83

Ibid., 161-2.

41

Texas Tech University, Ian B. Aipperspach, August 2013

GESNA and the Lutherans would have been closely tied, thus providing Erbe an
opportunity to return to his roots and compose chorale settings and other German a
cappella motets.
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THE MORAVIAN CHURCH
The Moravian Church is one of the oldest Protestant denominations, yet it is
also one of the smallest with an approximate membership of 800,000. 84 The roots of
Moravianism are moored in ancient Bohemia and Moravia, which now constitutes the
current Czech Republic. Thanks in part to Greek Orthodox missionaries, Cyril and
Methodius, the Bible was translated into the vernacular, and a national church ritual
was developed. Eventually, Rome and the Catholic Church had ecclesiastical
jurisdiction over the regions Bohemia and Moravia. Changing the ecclesiastical way
of life was not pleasing to the people, and a reformation movement arose with Jan Hus
(1369-1415) as its foremost leader. Hus served as a professor of philosophy and rector
of the University in Prague. Before Martin Luther began his reformation movement,
Hus was rallying against the indulgences of the church and other aspects of the Church
hierarchy. Condemned as a heretic by the Council of Constance, Hus was burned at
the stake on July 6, 1415.
The followers continued the reforming practices Hus preached and established
the Moravian Church, initially known as the Unitas Fratrum (Unity of the Brethren) in
1457. The unity emphasized a “simplicity of life, strict piety, and congregational
participation in worship.” 85 The Church was persecuted in the 16th and 17th Centuries
and became an “underground” church, meaning that the followers took to holding their
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services in secret to avoid intrusion by members of the Catholic church and other
Christian traditions during the period of the Counter-Reformation and the Thirty
Years’ War.
In 1722, a group of Unitas Fratrum members were invited to seek refuge on
the estate of Count Nicholas von Zinzendorf. They established the community of
Herrnhut. A period of revival ensued in 1727 that established the Renewed Moravian
Church. Soon after members began dispersing to other parts of the world, these were
known as Diaspora Arbeiters (Diaspora workers). They spread the Christian gospel
throughout the earth, primarily the West Indies, Greenland, Labrador, and South
Africa. American colonization began in 1735 with a settlement in Georgia. The
settlement eventually moved north to Pennsylvania at the invitation of George
Whitefield, establishing Bethlehem and later Nazareth. Southern United States
colonization began in 1753 with the settlement of Bethabara and later Salem, which
would merge with a nearby community of Winston creating the modern WinstonSalem.
Essential to the Moravian faith tradition is the “emphasis on a ‘heart religion’
of piety and joy; on the role of music in worship and in life; and on education for
all.” 86 Many Moravians excelled in music either as a member of the clergy, member of
the church music staff, or as a lay person for enjoyment. Benjamin Franklin even
marveled to find skilled laborers playing at a high level of musicianship. The
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eighteenth and nineteenth century Moravians were highly trained in music and “came
to the New World fully conversant with the taste and practice of European classicism.
In Moravian life there was no distinction between what we now call ‘sacred’ and
‘secular,’ nor between what part of life is musical and what is not.” 87 Both
instrumental music and vocal music were important, with the majority of vocal music
under the category of sacred. Instrumental music contained original compositions and
copies of European masterworks.
The gifts of each person benefitted the entire community. Few members of the
Moravian Brethren made music a fulltime career, as most were teachers and pastors. It
simply was a part of education and daily life. Music was written where the text was
the most important and the music served to carry the text. This is evidenced in Erbe’s
life, as his dad was a Moravian minister as well as a musician. Several works by Carl
Erbe appear in the archive listings with the Moravian Church. Erbe continued this
tradition, but it appears he was one of the few who made music his fulltime profession,
as nothing indicates he worked other jobs, except for working as a bookkeeper in St.
Louis, Missouri.
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ST. LOUIS, MISSOURI

St. Louis, Missouri has served as the gateway to the west, a symbol of growth
for the United States, and as a promise of a new life for many people. Ernest Hares
wrote that St. Louis has been and will be a cosmopolitan city:
St. Louis, as all other cities is made up of many different
nationalities. It is customary to regard the south part of the city as the
German section, and the north as the Irish part of the community. In
another section we find the Jewish people, and in still another quarter a
settlement of Bohemians. Across the Mississippi River, only a few
miles away, may be found a strong representation of the people of
Wales. In each area you will hear the music of the homeland of the
people who live there—and as for American music, the very mountains
of the Ozarks have rung with English ballads so familiar to us that we
call them American folk music. Here, through music, we see a
demonstration of good folk, Americans all, sing the songs of their own
people wherever and whenever they like. 88

Erbe lived and worked in the southern part of the city and would have
identified with the German population. He may have been familiar with the various
ethnic groups through his church work and teaching; however, little has been written
regarding the classical musical life in St. Louis around 1900, with the exception of
ragtime music. The music scene within the African-American community was
influential, as it included such famous ragtime artists as Tom Turpin, Scott Joplin and
Louis Chauvin. This not to say that there was no other music occurring in St. Louis; so
88

Ernest Hares “American Unity through Music in St. Louis” Music Educators Journal 27/6
(May-June 1941), 19-20.
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far research has only brought the ragtime scene to the forefront of music history
around 1900.
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MUSICAL OUTPUT OF ERNST ERBE
Erbe did not leave dates on his compositions, only opus numbers.
Key to Manuscript Locations:
NC = Winston-Salem, North Carolina
E = Ebersdorf, Germany
K = Kleinwelka, Germany
N = Niesky, Germany
Musical Output List By Category
Choral Works

Title

Opus Number

Voicing

Solo

Instrumentation

Abendfeier

Op. 10, No. 1

TTBB

a cappella

Agnus dei

Op. 16, No. 2

SATB

Organ

48

Manuscript
Location

Publisher

Hermann Beyer
& Söhne (Beyer
& Mann)
Langensalza
NC

Date of
Publication
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Aus der Tiefe

Op. 8, No. 2

Aus tiefer Not

SATB

a cappella

NC

SATB

Strings

NC

Organ, Violin

NC

Christmas
Anthem

Op. 14 / Op. 22

SATB

Easter Cantata

Op. 3

SATB

Keyboard

SATB

a cappella

NC

TTBB

a cappella

NC

Ein Kindelein,
so löbelich
Er ist’s

Op. 10, No 2

Soprano

Evening

Op. 19

SSA

Piano

Frohlocket mit
Händen

Op. 8, No. 3

SATB

a cappella

NC

Frühlingsglaube
(A)

Op. 15

SATB

a cappella

NC

49

PilgerBuchandlung,
Reading, PA

1893

C. W.
Thompson,
Boston, MA

1903
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Frühlingsglaube
(B)

Op. 15

SATB

Führwahr, er
trug unsre

Op. 8, No. 1

SATB

Soprano &
Tenor

Piano

a cappella

Blätter für Haus
und
Kirchekmusik

Organ

PilgerBuchandlung,
Reading, PA

Gott ist unsre
Zuversicht!

SATB

Hark! from the
Woods

SSA

a cappella

NC

He will not
Suffer Thy Foot

SA

Keyboard

NC

Heilig ist Gott
der Herr Zebaoth

SATB

a cappella

E

Herr der du
vormals bist
gnädig gewesen

SATB

Organ

E

SATB

a cappella

NC

Herr, neige
deine Ohren

Op. 8, No. 3

Baritone

NC

50

1893
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Hosianna!

SATB

How Amiable

Keyboard

PilgerBuchandlung,
Reading, PA

SATB

Orchestra

?

Jesus Christus
unser Heiland

SATB

a cappella

E

Jubilate (in D)

SATB

a cappella

NC

SATB

a cappella

NC

Jubilate (in G)

Op. 14, No. 3 /
Op. 8

Alto

Komm, heilger
Geist!

SATB

Tenor

a cappella

Kommt herzu
last uns dem
Herrn
frohlocken

SATB

Organ

K

Kommt herzu
last uns dem
Herrn

SATB

Two Violins,
Viola, Cello

E

51

PilgerBuchandlung,
Reading, PA

1893

1893
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frohlocken

Kommt herzu
last uns dem
Herrn
frohlocken

SATB

a cappella

N

Der König freue
sich in deiner
Kraft

SATB

Organ

E

SATB

a cappella

NC

SATB

Viola, Bass,
Organ

E

SATB

a cappella

NC

Keyboard

NC

Organ

NC

Kyrie

Op. 16, No. 1

Lobe den Herrn
meine Seele
Mache dich auf

Op. 8, No. 5

Nunc dimittis
Oh, Behold!
Our Passover

SATB
Op. 1

Baritone

SATB
SSATBB

Baritone

Organ

52

Concordia
Publishing

1918

Texas Tech University, Ian B. Aipperspach, August 2013

House

Psalm 97

Op. 17

SATB

Organ

Concordia
Publishing
House

Sei getreu

Op. 13

SATB

Organ

Blätter für Haus
und
Kirchekmusik

1909/1910

Selig sind die
Toten

Op. 8, No. 2

SATB

a cappella

Blätter für Haus
und
Kirchekmusik

1910/11

Siehe da, eine
Hütte Gottes

SATB

Organ

Eden Publishing
House, St.
Louis, MO

1892

Two Sacred
Songs

SATB

Two Sacred
Songs

SATB

Unsre Seele
harret

Op. 8, No. 4

Solo

SATB

Organ

E

Organ

E

NC

53

Texas Tech University, Ian B. Aipperspach, August 2013

Wanderlust

Op. 10, No. 2

TTBB

Weinachts
Cantate

SATB

Welcome Song

SA

a cappella
Quartet

NC

Organ

Piano

54

Eden Publishing
House, St.
Louis, MO
NC

?

1892
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Solo/Duet Vocal Works

Title

Opus Number

Voicing

Instrumentation

Manuscript
Location

Psalm 42

Op. 20

Mezzo-Soprano

Organ

NC

Three English
Songs

Op. 17, Nos. 1-3

Tenor or
Soprano

Piano

NC

Two German
Songs

Op. 20, Nos. 1-2

High Voice

Piano

NC

Soprano

Keyboard

NC

Wer an ihn
glaubet

55

Publisher

Date of
Publication
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Keyboard Works

Title

Opus Number

Instrumentation

Manuscript
Location

Allegro in G

Op. 23

Two Pianos

NC

Der Bach in F

Op. 11, No. 4

Piano

NC

Bootfahrt in F

Op. 11, No. 5

Piano

NC

Etudes

Piano

NC

Harmonium

Harmonium

NC

Humoreske

Op. 11, No. 2 &
Op. 18, No. 3

Piano

NC

Jolly Birds in F

Op. 16, No. 2

Piano

NC

Piano 4 hands

NC

Marsch in C

56

Publisher

Date of
Publication
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Marsch in F (B)

Piano

NC

March in F (B)

Piano 4 hands

NC

Piano

NC

Organ Book

Organ

NC

Organ Chorales

Organ

NC

Organ
Manuscript
Various

Organ

NC

Organ Studies

Organ

NC

Preludes

Organ

NC

Piano

NC

Minuet

Op. 18, No. 1

(from Sonata)

Sonata in C
minor

Op. 14

57

Brodt Music,
Charlotte, NC

1983
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Tanzende
Schneeflocken
in F

Op. 11, No. 1 &
Op. 18, No. 2

Piano

NC

Im Walde (In the
Woods) in F

Op. 11, No. 6

Piano

NC

Waltzes and
Polkas

Op. 12, No. 1-4

Piano

NC

58
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Instrumental Works

Title

Opus Number

Autumn Flowers
in F

Instrumentation

Manuscript
Location

String Quartet

NC

Cantabile for
Violin and Piano
in G

Op. 19, No. 1

Violin and Piano

NC

Humoreske in F

Op. 11, No. 2 &
Op. 16, No. 3

String Quartet

NC

Instrumental
Piece in F

Orchestra

NC

Klavierquintet

Piano Quintet

NC

Two Violins,
Viola, Bass

NC

in G
Marsch in F

59

Publisher

Date of
Publication
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Moderato für
Violine und
Klavier in D

Violin and Piano

NC

Scherzo in G

Two Violins,
Viola

NC

Sonata für Horn
und Klavier in E

Horn, Keyboard

NC

Streichquartett
in C minor

String Quartet

NC

60
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Timeline of Erbe
1854

December 30 Born in Bern, Switzerland

1865

Moves from Königfeld, Switzerland to Ebersdorf, Germany

Ca. 1867

Studies in Niesky, Germany

1878

Organist for Brüdergemeine Kleinwelka (bei Bautzen in
Sachsen)

1884

Position of Organist for the Moravian Church in Ebersdorf

1889

May

Leaves position due to immoral relations
Separates from Moravians

1889

July

Passage on ship to United States
Enters through Ellis Island, New York / goes to Nebraska

1890

April

Marries Marie Schiffer in Lincoln, NE

1891

May

Organist at Unitarian Society of Lincoln

1892

July

Leaves position due to resignation of minister
and church closing

1895

?Begins teaching at Eden College?

1895

Commended to work on Choralbuch

1898

November 5

Begins work at Eden Publishing House

1901

Summer

Organist for Jesus Evangelical Church

1901

September 4 Leaves employment at Eden Publishing House

(1901 November

Letter of recommendation that Erbe played to full satisfaction at
Jesus Evangelical Church the previous summer)

1927

March 6

Death in St. Louis, MO

1927

March 8

Burial in St. Paul Churchyard, St. Louis, MO
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CHAPTER THREE
INFLUENCES ON ERNST IMMANUEL ERBE

Ernst Erbe’s compositional style, though conservative, is one that exhibits
characteristics of a cultivated tradition of music. According to B. Jean Reigles, cultivated
music was an artistic current dominant in America between 1865 and 1920 that
emphasized European musical training. 89 “It originated mainly in Boston during the midnineteenth century, spread to the major cities of the northeastern United States, and
flourished among the Anglo-Saxon, Protestant, middle and upper classes of American
society.” 90 Even though her definition is primarily limited to the northeast, one could
argue that the cultivated tradition extended to other large metropolitan areas of the United
States, such as St. Louis, Missouri, or to American cities that experienced waves of
immigrants in the nineteenth and early twentieth centuries. Also, due to the renewed
interest in singing and music education as inspired by Lowell Mason, the cultivated
tradition began to bridge gaps in other areas of the country. 91

89

“European musical training” refers to composers who were trained in depth with the traditions
of the “master composers” (Bach, Mozart, Beethoven, etc.). Those trained in Europe were skilled to write
in large forms while students of “American musical training” implies that students were not as skillful in
their writing and only wrote shorter pieces and in limited genres. Their training and technique were not as
developed as those who studied in Europe.
90

B. Jean Reigles, “The Choral Music of Amy Beach” (PhD diss., Texas Tech University, 1996),

39.
91

Lowell Mason elevated Music Education in Boston schools and later through the Boston
Academy of Music. The Academy eventually grew in scope and size and would hold conventions in other
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Such bridges came in the form of publications from Boston’s Handel and Haydn
Society as well as publishers such as Lorenz, which first claimed in 1894 that it had
distributed some 30,000 copies of its Choir Leader, Choir Herald, and later its Volunteer
Choir magazines to the general public. 92 The aims of these resources were to not only
further church music and music education, but also to provide volunteer choirs access to
well-crafted compositions. In addition, immigration patterns, the growth of music
societies and music festivals, and the establishment of music conservatories and colleges
in America, helped to propagate the cultivated tradition. Finally, many Americans began
to have leisure time to pursue artistic endeavors. Since an American artistic tradition had
yet to be forged, many turned to “European trained immigrants for instruction and to
visiting artists and orchestras.” 93
Erbe was a European trained immigrant who lent his expertise to create better
church music and was one who felt strongly about education. 94 He settled in an area
largely populated by German and other European immigrants and where European

cities to help teach music to young people and also teachers. Such cities included New York, New York;
Rochester, New York; Cleveland, Ohio, and Orange, New Jersey. See Carol A. Pemberton “Lowell Mason
and His Mission” Music Educators Journal 78/5 (Jan., 1992), 49-52 & H. Victor Perkins “First Public
School Music Teacher” Music Educators Journal 28/1 (Sep., 1941), 12-14.
92

Wienandt and Young, 314-15.

93

Ibid., 46.

94

Erbe tried several times to have his music theory treatise published. His Manual of Harmony
and Counterpoint was written in three languages: German, French, and English. Publishers in the United
States were wary of such a potentially unprofitable publication. If any of the letters in his file box at the
Moravian Music Foundation are any indication, Erbe was reluctant to have the treatise published solely in
English. He was successful in getting a German version published in Germany by Breitkopf and Härtel.
Additionally, he did have a string method book published in Germany. Finally, he contributed to
denominational publications of the German Evangelical Synod of North America including an article on
issues facing German and English speaking choirs in America.
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traditions influenced the art music culture. 95 At the beginning of the twentieth century,
America was beginning to forge its musical identity with modernist and anti-modernist
movements. Erbe’s music, however, does not reflect any modernist tradition. His desire
was to teach music, serve churches, and practice his compositional craft, which he
confirmed in a letter to his former church in Ebersdorf. 96 While not necessarily forced to
move to America due to economic or political distress in Europe, Erbe and the Moravian
Church were indirectly affected by the political and religious changes that had occurred
and were occurring in Europe. 97 Prior to Erbe’s lifetime, political revolutions began the
wave of immigrations to the United States. The year 1848 was tumultuous, as many
European nations sought national unity, a freedom of the press, the freedom to assemble
peacefully, and the freedom of religion.

95

Michael Broyles in his article, “Lowell Mason on European Church Music and Transatlantic
Cultural Identification: A Reconsideration” states that a preference for German music [and one could
include continental Europe music] represented a “shift in American musical taste in the nineteenth century,
[as it was] part of the winnowing process as Americans freed themselves from the cultural shackles of
England.” See Michael Broyles, “Lowell Mason on European Church Music and Transatlantic Cultural
Identification: A Reconsideration” Journal of the American Musicological Society 38/2 (Summer, 1985),.
316-348.
96

Please see the biography and Appendix B for the letter.

97

As America was beginning to forge its own tradition and style of music, many American born
composers traveled to Europe to study. Notable American composers to study in Germany and Austria
were: Edward MacDowell and John Alden Carpenter; other American composers, including Aaron
Copland and Daniel Pinkham pursued studies in France.
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EUROPEAN INFLUENCES
External cultural influences affected Erbe and his music, as did musical influences.
Several of Ernst Erbe’s compositions appear to be studies of other composers’ works.
While Erbe did not exactly reproduce others’ works, there are enough similarities
between Erbe compositions and other works to raise the possibility of his having
another’s work on hand to study and form his own composition.
FELIX MENDELSSOHN
The first example of Erbe emulating a work is a comparison between his setting
of Mache dich auf, Op. 8, No. 5 and Felix Mendelssohn’s setting in his oratorio, Paulus.
Erbe starts his setting almost exactly like Mendelssohn’s, except he alters the rhythmic
value of the fourth beat from a dotted eighth note followed by a sixteenth to two eighth
notes. The major difference between the two is that Mendelssohn’s setting is in D major,
while Erbe’s is in C major.
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Ex. 1: Felix Mendelssohn, “Mache dich auf,” from Paulus, Op. 36, mm. 30-34

Ex. 2: Ernst Erbe, Mache dich auf, Op. 8, No. 5, mm. 1-5
Erbe, delays the “werde licht” until the other voice parts enter as compared to
Mendelssohn’s first tenor entrance. Both Erbe and Mendelssohn begin on the dominant
and move to the tonic (Erbe: G – C; Mendelssohn: A – D). The chord progressions in
both selections upon entrance of the full choir are the same: I – I6 – V – I. After the
opening entrances as referenced in the above examples, Mendelssohn elaborates on the
texts “werde licht! Mache dich auf” while Erbe repeats both musical and textual material
similar to the opening section. It is not until measure 49 of Mendelssohn’s setting that
there is another similarity between the settings of the two works. Both composers’ setting
of the text “Denn dein Licht kommt,” are exactly the same: Mendelssohn sets the melody
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in the Soprano with the notes G# - A – C, while Erbe sets his melody in the tenor down
an octave from the soprano statement by Mendelssohn. Even though the two composers’
settings are in two different keys (Mendelssohn, D; Erbe, C), it is interesting that they
both employ the same melodic structure.

Ex. 3: Felix Mendelssohn, “Mache dich auf,” from Paulus, Op. 36, mm. 49-51 98

Ex. 4: Ernst Erbe, Mache dich auf, Op. 8, No. 5, mm. 24-25

98

The soprano note in Example three should be labeled as a G-sharp.
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The key difference between the two works is that Mendelssohn’s is an extended
work intended for concert performance. His oratorio, Paulus, premiered in May 1836 at
the Lower Rhenish Music Festival in Düsseldorf, Germany. Erbe’s setting is a motet
intended for the church service. Mendelssohn’s is scored for full orchestra, while Erbe’s
is scored for a cappella chorus. The oratorio revolves around the life of a Christian saint,
Paul and his conversion, while Erbe’s was probably intended for one of the Sundays of
Advent.
Research has brought to light the existence of excerpts of Paulus in Moravian
libraries. According to RISM, different libraries had some part of the work, but not the
complete work. The section in question, Mache dich auf, appears in the library from the
Brüdergemine congregation in Neudietendorf, approximately 330 kilometers from
Herrnhut. 99 However, the Unitätsarchiv in Herrnhut has other sections. Thus, all parts
may have been collated and compiled together at the outset, and sections may have been
loaned out to other congregations. Another possibility is that the church musician may
have traveled to either hear the work or to peruse the work and subsequently copy it for
his home congregation. Such an activity can create a diaspora for the work.
Subsequently, another composer also utilized the same opening in his work of the
same title. Carl Gottlieb Reissiger (1798-1859) also utilized the opening melodic motif in
his work. Reissiger set the piece for a larger ensemble, and it appears that it may be part
of a larger work according to incipits on RISM. His vocal forces are larger than Erbe’s
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http://opac.rism.info/search?documentid=220018050 (27 March 2013).
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quartet setting: SSATTBB, and Reissiger also incorporates instruments into his work:
two first violins, one second violin, viola, cello, two flutes, and two horn parts with
organ, most likely acting as a continuo. It is hard to assign a date to the manuscript as two
dates are given between 1825-1849 and between 1850-1874. Most likely, the second date
can be attributed to the copyist Heinrich Lonas, who was the organist for the Herrnhut
congregation in 1856 but later moved to Berlin and Neuwied.
Finally, it may be possible that Reissiger, Lonas, and other teachers and students
utilized Mendelssohn’s Mache dich auf as a teaching tool. The occurrence of two other
composers’ settings containing quotes from Mendelssohn’s settings leads to the
probability that students started with a copy and from there created their own setting of
the work. Thus, Erbe may have written his setting while a student at Niesky. Another
possibility is that Erbe served as a copyist for some of Mendelssohn’s and others’ music,
as his name appears in the RISM database as a copyist. One copy that Erbe made was an
excerpt from Mendelssohn’s Lauda Sion, “Sieh’, der Herr steht vor der Türe.” This may
have stimulated his interest in Mendelssohn’s compositions, possibly leading to his own
copy and version of Mache dich auf.
WOLFGANG AMADEUS MOZART
Another work where similarities follow each other is Erbe’s setting of the Kyrie,
Op. 16, No. 1. The opening rhythmic motive evokes the rhythmic idea from the opening
of the Kyrie fugue in Mozart’s Requiem, K. 626. Erbe’s familiarity or interest with the
Requiem may have been piqued in 1891, considering that it was the 100th anniversary of
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Mozart’s death. Thus, the extended work may have enjoyed a resurgence in popularity
and study. 100

Ex. 3: Ernst Erbe, Rhythmic motive of Kyrie, Op. 16, No. 1, mm. 1-4

Ex. 4: Wolfgang Amadeus Mozart, Rhythmic motive from Kyrie fugue,
Requiem in D Minor, K. 626, mm. 1-2

Erbe’s setting of the Kyrie fugue is in the key of F major, while Mozart’s Kyrie
fugue is in D minor, the relative minor. Both of the initial motives are one measure and
three beats long. Although Erbe’s motive is less angular than Mozart’s, both are written
in a neo-Baroque style and may have been inspired by a motive from the chorus,

100

Unfortunately, no Mozart Requiem score exists in the Erbe files at the Moravian Music
Foundation, but most likely he owned a score at some point in his life.
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"Alleluja, We Will Rejoice” from the Dettingen Anthem, HWV 265 by Georg Friedrich
Handel. 101

Ex. 5: “Alleluja, We Will Rejoice” from Dettingen Anthem, HWV 265 by G. F. Handel
Mozart alters the rhythm and changes the key but retains the majority of the
melodic contour. Erbe uses the rhythmic durations but changes both the melody and
harmony. Comparing the use of fugue entries between the two works, Erbe has more
entries of the subject (sixteen) than does Mozart (twelve), and Erbe largely alternates
between tonic and dominant entries of the statement. 102 In one section, he transitions to
the relative minor (D minor) for two entries of the statement before a final return to F
Major. Mozart likewise alternates between tonic and dominant statements (Mozart starts
on the dominant while Erbe starts on the tonic), although he modulates more than Erbe,
including statements of the subject in the relative major and its dominant. For the most
part, the entries of the two composers are flipped. When Erbe has a statement in the tonic,
Mozart has an entry in the dominant. Erbe momentarily breaks with Moravian musical
practice that states that the textures were to be predominantly homophonic. Here, he tries

101

It is also to be noted that there is a melodic similarity with Handel’s chorus “And with His
Stripes” from Messiah as it also contains similar angular motion and intervals. Many similarities exist, but
these are perhaps the most notable ones.
102

The analysis of the Mozart fugue only includes entries of the Kyrie motive and not the Christe

motive.
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his hand at counterpoint; however, it seems he kept in account the text and tried not to
obscure it. 103
The question arises as to why Erbe may have been so influenced by such a
composition and by extension the influence of Handel. According to the Erbe biography
in Haeussler’s book “[h]is interest in harmony and counterpoint was whetted by his
intensive study of [J.S.] Bach’s works.” 104 Arguably, Erbe was familiar with the works of
Handel in addition to Bach. Like Mozart’s Requiem, Erbe’s Kyrie is a “reference to an
older musical model [that] is both concrete and significant” 105 but even though traits of
the Handel composition are present, Christoph Wolff points out that Mozart was indebted
to the craftsmanship of Bach. “The counterpoint that permeates the music is from Bach
and the stronger element. That Mozart studied and was influenced by Bach is apparent on
every page of the Requiem, not only in the fugal passages but also in the main sections
which show strict contrapuntal elaboration.” 106 Similarly, Erbe’s counterpoint study, like
Mozart’s reflected the works of Johann Sebastian Bach. Erbe’s counterpoint in the Kyrie
is very strict and does not allow one line to predominate over another. Generally, the
statements are short before melding into the texture.
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Carol A. Traupmann-Carr, editor. Pleasing for Our Use: David Tannenberg and the Organs of
the Moravians. (Cranbury, NJ: Associated University Presses, 2000), 20.
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Haeussler, 42-3.
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Christoph Wolff. Mozart’s Requiem (Berkley, CA: University of California Press, 1994), 74.

106

Ibid., 83-4.
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Another similarity between Mozart’s and Erbe’s use of the motive is that it is not
necessarily borrowing but a selection of a new motive that is independently developed
achieving an original result. 107 Thus, Erbe utilized the rhythmic motive instead of
borrowing the complete motive from Mozart and possibly Handel, but he developed it in
a way that created a composition different from Mozart and Handel and thus wholly
original in nature. A final thought might be that the music and motivic structures may
have been “in the air,” as the idea Handel’s and Mozart’s motivic structures exhibited
themselves in other works, such as the Laudete pueri fugue from Mozart’s Vesperae
solennes de confessore, K. 339 and Michael Haydn’s C-minor Requiem. As a church
musician, Erbe would have been familiar with these works and both the rhythmic, and
melodic motives may have been an influence in his writing of the Kyrie. 108
Erbe begins the setting of the Agnus Dei, with a soprano solo. For many
composers, the initial vocal line was a solo statement that followed an instrumental
introduction of the same material. The setting for organ and chorus begins with an initial
presentation of the theme followed by the solo entrance.

107

Ibid., 80.

108

Similar to the Mendelssohn example, copies of selected sections of Mozart’s Requiem exist in
various archives throughout the communities of Moravian Brethren. Again, he may have utilized Mozart’s
Kyrie as a learning tool or his curiosity in the composition came on the 100th anniversary of Requiem in
1891.
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Ex. 6: Ernst Erbe, Agnus Dei, Op. 16, No. 2, mm. 1-6 & 9-13
FRANZ SCHUBERT
Other composers used this pattern. In Franz Schubert’s Mass No. 5 in A-flat
Major, the Agnus Dei begins with a four-measure introduction of which the first two
measures foreshadow the solo vocal statement. In this example, Schubert (1797-1828)
uses four solo voices, each one imitating the soprano statement.

74

Texas Tech University, Ian B. Aipperspach, August 2013

Ex. 7: Franz Schubert, “Agnus Dei”, Mass No. 5 in A-flat, D. 678, mm. 1-11
Schubert begins the Agnus Dei in F Minor and, like Erbe, creates harmonic variety by
employing chord inversions. Measure one centers around the tonic and an inversion of
the tonic chord before using a dominant seventh chord and a sub-dominant chord in
inversion. Schubert evades F Minor and settles rather on A-flat Major with the entrance
of the soprano solo in measure five. Erbe, however, does not evade harmonies in his
works. Occasionally, he changed keys but not between the departure point of the
introduction and the first statement of the vocal line.
FRANZ JOSEPH HAYDN
Likewise, Franz Joseph Haydn (1732-1809) in his Mass in D Minor (“Lord
Nelson”) begins with an extended introduction of nine measures (Erbe has eight measures
of introduction) that presents the melodic motif before the entrance of the solo voice. In
this work, the alto is the first solo voice.
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Ex. 8: Franz Joseph Haydn, “Agnus Dei” from Mass in D Minor
(Missa in Angustiis or “Lord Nelson Mass”) Hob. XXII:11, mm. 1-13

In terms of harmonic rhythm, Erbe and Haydn are somewhat similar, although
Erbe’s opening measures are more adventurous than Haydn’s opening. Erbe changes the
harmonic rhythm every half measure, while Haydn changes once every measure. In the
course of eight measures, Erbe alternates between harmonies of I, ii, and IV with a half
cadence (V) finally in the eighth measure to set up the entrance of the voice. Haydn, on
the other hand, writes more “conservatively” primarily alternating between tonic and
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dominant. His most adventurous measure is measure eight, where he introduces several
diminished seventh chords before settling on a dominant cadence before the entrance of
the voice. Both composers are similar in that they create variety by utilizing inversions of
chords. After the entrance of the solo voice, Erbe does not change the harmony every half
bar but rather begins to extend harmony for the whole bar with occasional additional
movement of the harmonic structure within the bar. In comparison, Haydn simply rocks
back and forth between tonic and dominant harmonies.
On the surface it seems Erbe is not as conservative as Haydn in his compositional
style. However, upon closer examination, he wrote in smaller forms, while Haydn wrote
extended works. Erbe rarely changed key, and when he did it was to a closely related key.
In the Agnus Dei, Erbe shifts between E-flat, B-flat, and G Major. In this instance, Erbe
exhibits a Romantic notion of third movement, but refrains from chromaticism and an
extended use of secondary dominants representative of compositional practices from the
period.
A primary difference between Erbe’s composition and the compositions by
Schubert and Haydn is that Erbe does not specify the initial vocal statement to be a solo
as compared to other works. It is possible that a solo soprano sang the statement and the
rest of the choir entered on “miserere.” Erbe’s compositional style would reflect the
training he received in Europe even though he was probably aware of the American
influences that were around him.
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CHAPTER FOUR
AMERICAN INFLUENCES

Erbe’s oeuvre can be broken down into several veins: motets, liturgical settings,
and English anthems. Presently, the entire collection could be classified as an anthem
collection. Originally, the English anthem was always part of the church or chapel
service. In America, the anthem took on a new definition, where it was “any religious
part-song that was more extended than a hymn.” 109 The American choral singer in the
late eighteenth century and through the duration of the nineteenth century most likely
would have been self-taught and sang “where no tradition of choral music had been
developed.” 110 Granted that some choral organizations in the Midwest had been long
established, Erbe would have likely encountered unskilled singers in his stops in
Nebraska, Kentucky, and finally St. Louis, Missouri, where he would live the majority of
his years. 111 For example, the St. Louis Choral Society was established in 1880; it would
later become the St. Louis Symphony Orchestra.
In some ways, Erbe’s compositions reflect ideals from American anthems
published after the American Revolution. Many publications from the singing-school
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Reigles, 64.
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Wienandt and Young, 194.
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No date has been firmly fixed as to when Erbe settled in St. Louis. His children’s birth records
indicate they were in St. Louis by the early 1890’s. For a couple of years, he lived in Louisville, KY but
according to census records, the Erbe family lived in St. Louis from at least 1900 on.

78

Texas Tech University, Ian B. Aipperspach, August 2013

movement in the northeast were “characteristically homophonic, direct, and simple, [and]
for the most part they were considered to lack variety and were derived from and
influenced by models found in imported and American-published collections representing
the musical style of the English parish church tradition.” 112 While Erbe’s compositions
were written in the latter half of the nineteenth century and the beginning of the twentieth
century, his music is, for the most part, homophonic, direct, and simple; however,
instances of imitation occur heavily in his work, and it can be argued that his works
contain creative and innovative compositional procedures as evidenced in the use of
chord inversions and alternation between homophony and imitative sections.
DUDLEY BUCK
Riegles introduces some other influential composers from the turn of the
twentieth century. These composers may have been familiar to Erbe and might have
possibly influenced his compositional style; however, the majority of the composers
seemed to be more romantic and progressive than Erbe’s compositions. For example,
Dudley Buck (1839-1909), like Erbe, wrote anthems for the quartet choir (i.e., SATB); 113
unlike Erbe, however, he alternated between choral sections and organ interludes, thus
using the organ to a fuller extent. “The organ parts often show a high degree of
chromaticism and changes in texture.” 114 Erbe rarely used chromaticism and his textures
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Reigles, 65.
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In some instances the quartet choir referred to the practice of one person per part for the church
choir while other churches might have had a paid quartet to help fill out the choral ensemble.
114

Riegles, 73.
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rarely changed. The most varying change in texture was the layering of imitative entries
in works. Similarly, Erbe alternates between choral sections and organ interludes, but still
refrains from both the use of chromaticism and virtuosic organ parts.

Ex. 9: Dudley Buck, use of chromaticism within Hymn to Music, mm. 20-25

Ex. 10: Dudley Buck, 46th Psalm, Op. 57
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HARRY ROWE SHELLEY
Erbe did share some compositional ideals with Harry Rowe Shelley (1858-1947),
who wrote a fair amount of music for both a cappella choir and accompanied choir.
Shelley’s compositional style illustrates a significant departure from a consistent and
elaborate organ accompaniment, relying mostly on choral sonority for effect. 115

Ex 11: Harry Rowe Shelley, “The Spirit, in Our Hearts,” mm. 34-38
The preceding example demonstrates Shelley’s ability to allow the choral sonority
to be predominant. The organ part largely reinforces the choir without being overtly
virtuosic or taking attention away from the ensemble. Another similarity between Shelley
and Erbe is that the choir moves largely in homophonic fashion. Although Erbe did like
to utilize points of imitation, he features homophonic sections, as evidenced by the
following example from his work, Oh, Behold, Op. 1. Similar to Shelley, Erbe’s organ

115

Reigles, 73.
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part does not intrude into the vocal lines. Shelley adds some rhythm to the
accompaniment to help keep the work moving and to allow the ensemble to hear an
underlying pulse. Erbe limits the rhythm to the lowest voice, the pedal (although it could
conceivably be played by the left hand).
The interest lies in the capabilities of the voice. An organ can create dynamic
shadings with the use of the swell shoe and box, but Erbe does not expressly mark such
dynamic shadings in the music. Erbe stresses the importance of the text and challenges
the singers to highlight it appropriately. Conversely, Shelley’s writing accompanies the
choir in a more colla voce style in this instance, but it would be understood that the text is
to be conveyed properly. In addition, Shelley reinforces the text through the use of a
crescendo and diminuendo to stress a particular word within the text, while Erbe stresses
the overall idea.
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Ex. 12: Ernst Erbe, Oh, Behold, Op. 1, mm. 8-15
Another aspect of Erbe’s accompanied works is his use of the organ to punctuate
movement of the music from one part of the text to the next. Carol Traupmann-Carr
writes: “These well-crafted works often have instrumental introductions, with somewhat
more complex instrumental writing while the voices rest; instrumental interludes and
concluding passages are also common. Thus, while the music is a vehicle for the
message, the music is in no way seen as insignificant, nor is it simplistic.” 116 The
proceeding example demonstrates this principle, as the organ part is more active than the
vocal writing. Imitation is utilized between the left hand and the pedal and in this instance
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Carol A. Traupmann-Carr, editor. Pleasing for Our Use: David Tannenberg and the Organs of
the Moravians. (Cranbury, NJ: Associated University Press, 2000), 20.
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allows the voices upon re-entrance to sing a cappella in a straightforward homophonic
manner instead of providing an accompaniment.

Ex. 13: Ernst Erbe, Oh, Behold, Op. 1, mm. 100-116
In his strictly a cappella works (Op. 8) the choral sonority was preeminent. In
Herr, neige deine Ohren the text is set homophonically. Generally, Erbe’s compositions
follow another Moravian principle, where the textures are homophonic rather than
contrapuntal. The primacy of the message is the guiding principle: imitative writing
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would obscure the text. This is much like Shelley’s setting, homophonic setting of “The
Spirit, in Our Hearts.”

Ex. 14: Ernst Erbe, Herr, neige deine Ohren, Op. 8, No. 3, mm. 48-63
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Ex. 15: Ernst Erbe, Agnus dei, Op. 16, No. 2, mm. 28- 48.
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Erbe’s Agnus dei begins with a motive in the organ part (see m. 28). The alto and tenor
imitate the motive in m. 33, with the soprano entering two measures later and finally the
bass completing the thematic idea. Similar to Shelley, Erbe uses the organ for
accompanying in a non-virtuosic manner and one that largely follows the voice.
Occasionally, the organ drops out and lets the voices be heard without any additional
element.
JOHN KNOWLES PAINE
Another individual who may have influenced Erbe in his compositional style was
John Knowles Paine (1839-1906). A member of the Boston “cultivated tradition” of Amy
Beach, George Chadwick, Edward MacDowell, Arthur Foote, and Horatio Parker, Paine
was one of the first American composers to have his music premiered in Europe. In 1867,
his Mass in D premiered in Berlin. About the same time or shortly thereafter, Erbe
entered a composition contest in Berlin. It is possible that he became acquainted with
Paine’s music and sought to emulate it. 117 Like Erbe’s setting of the Kyrie, Paine writes a
fugue with a rhythmic motive similar to both Mozart and Erbe; however, Paine’s setting
is lengthy and sectionalized, with a new melodic and rhythmic drive for each setting of
the text: Kyrie, Christe, Kyrie. Similarly to Erbe’s construction, Paine alternates between
tonic and dominant entrances of the fugue subject. Material of the opening introduction
returns at the end. His choice of key for the movement is D minor, while Erbe’s is in F

117

There is no record of Erbe having traveled to Berlin for the composition contest. Records state
that Erbe’s music was returned to him with the belief that his composition must have been written by a
teacher. However, if he did, he may have taken in musical performances including Paine’s premiere.
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Major. Similar to Mozart and Erbe, Paine uses a similar rhythmic motive to introduce the
first Kyrie.

Ex. 16: John Knowles Paine, Rhythmic Motive
of opening Kyrie from Mass in D Minor, Op. 10 mm. 14-17

In the Agnus dei setting in Paine’s Mass, the introduction does not introduce the
melodic theme like Erbe’s does or other composers that have been compared previously.
The first statement is with an alto solo. The voice parts, like Erbe’s, are set
homophonically. The “miserere” sections are similar in how the text is set. In Paine’s
setting, he begins the “miserere” in the bass, while Erbe begins the statement in the tenor.
Following the tenor statement, Erbe has the alto and bass enter while delaying the
soprano. Paine, on the other hand, after the bass entrance, has the soprano, alto, and tenor
enter together. Erbe’s delaying of the soprano statement is the equivalent of Paine’s
second bass statement or second statement of “miserere nobis.” Both composers follow a
similar pattern to conclude the first section of the Agnus Dei.
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Ex. 17: Ernst Erbe, Agnus dei, Op. 16, No. 2, mm. 14-28
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Ex. 18: John Knowles Paine, Agnus Dei from Mass in D
The biggest difference, besides Paine’s setting being from an extended work and scored
for orchestra, is that he includes a statement of the “dona nobis pacem” before returning
to the “misrere” text. Erbe does not utilize the text.
AMY BEACH
Another American composer that may have influenced Erbe in staying his
conservative course was Mrs. H.H.A. Beach or Amy Beach (1867-1944), whom he may
have met when she toured to St. Louis in 1917. Her compositions fell into the “New
England School” of composing. Her style of composition, according to Riegles, is that
“she composed technically and harmonically more difficult and involved music at various

90

Texas Tech University, Ian B. Aipperspach, August 2013

times in her life.” 118 Erbe’s music, though, was neither technically nor harmonically
difficult. For example, Mrs. Beach in her Festival Jubilate, Op. 17 modulates from the
key of D Major to B-flat using a transition through the subdominant minor (G minor). In
this instance, she uses B-flat as a pedal tone to achieve the modulation. 119
Erbe was certainly not focused on composing in a late-Romantic style. His
modulations were to common keys, such as the subdominant or the dominant as
evidenced in his settings of the Jubilate. Overall, Beach’s Festival Jubilate is diatonic
with some passages of non-functional, passing chromatic harmony with secondary
dominant chords, flat VI chords, seventh chords, and the Romantic use of the third
relationship. It also contains augmented dominant chords and dominant ninth chords in
cadential structures. 120 These types of chords and passages are not found in Erbe’s
compositions.
Beach’s late-Romantic idiom embodies a rich tonal harmony that
employs altered chords; added notes; ninth, eleventh, and thirteenth
chords; diminished and augmented harmonies; alternation of major and
minor modes; and enharmonic and chromatic modulations to remote
keys. Dissonant harmonies are often used coloristically rather than
functionally, and modulations in choral works are designed to
accentuate changing emotions in the text. 121

118

Riegles, 86.

119

A score of Beach’s Festival Jubilate was unavailable at the time of writing. The author relied
on analysis by Riegles.
120

Riegles, 119.

121

Betty Buchanan, editor. The Canticle of the Sun (Middleton, WI: A-R Editions, Inc., 2006), ix.
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He certainly would have been exposed to her compositional style, if he went to the
concert; however, Erbe remained steadfast in his style of composition, refraining from
introducing elaborate chromaticism and modulations and staying with shorter more
traditional forms of compositions.

Ex. 19: Amy Beach “Thou Knowest, Lord,” mm. 46-48

Unlike other contemporary composers who used choral unisons with virtuosic
organ accompanist, Erbe refrained from employing choral unisons. In all of his
unpublished choral compositions there are only two short instances of a choral unison.
For many composers, who may be more inclined to write for instruments and perhaps not
as adept at writing for the voice, it can become a crutch to write unisons. Erbe challenged
himself to treat both the accompaniment and the voice to their fullest extent. 122 One such
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example is in “Oh, Behold,” Op. 1 where the choral ensemble joins together on the text
“and they shall be His people” as if the whole host of heaven are one at that point.

Ex. 20: Ernst Erbe, “Oh, Behold,” Op. 1, mm. 38-44
The second instance of a choral unison occurs after the opening soprano statement
in the Agnus dei. The remaining voices enter on a unison B-flat and then move in another
direction to create harmony.

122

Some of Erbe’s vocal writing can also be viewed as instrumental writing given that the vocal
scoring lends itself to instrumental scoring. The author has orchestrated Erbe’s Agnus dei for Strings, Oboe,
and Bassoon. The vocal parts lend themselves nicely to instrumental scoring.
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Ex. 21: Ernst Erbe, Agnus dei, Op. 16, No. 2, mm. 14-18
ST. LOUIS, MISSOURI: THE 1904 WORLD’S FAIR AND SUMMER OLYMPICS
Another set of influences on Erbe may have occurred in 1904. Both the Olympics
and the World’s Fair were held in St. Louis, the “Gateway to the West.” Most
importantly, the World’s Fair contained many concerts of music. Erbe may have very
well associated with kinsmen from Germany at both the athletic sporting events and at
the events of the Louisiana Purchase Exposition. 123 Erbe’s compositions remained
Classical in style with restrained orchestral accompaniments. He rarely employed
thematic transformations or serious explorations of Romantic harmony, melody, and

123

Research is being conducted with the World’s Fair Society to determine if Erbe had any contact
or involvement with the musical aspect. Erbe certainly had the world at his doorstep.
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expression; rather, he focused on neo-Classical and Baroque styles. As Homer Ulrich
stated:
While most serious composers of the nineteenth century concentrated
on instrumental music and opera, choral composition outside of the
church did continue. These works took a variety of forms. Some
remained Classical in style with traditional or restrained orchestral
accompaniments; others contained elements of Romantic feeling in
styles that departed only slightly from Classical ideals; and still others
bore elements of full exploration of Romantic harmony, melody, and
expression that had little relationship to earlier forms…[t]hey
incorporated some late Romantic ideas of theme transformation and
symphonic treatment and were rich in chromatic harmonies. 124

Through it all, Erbe tried his hand at composing in several veins, but through it
all, he sought to emulate “master composers” to pursue his craft. The similarities between
composers are too great to ignore; from his use of the rhythmic motive in his Kyrie to his
setting of the Agnus Dei, reminiscent of Schubert and Haydn with possible American
influences by Paine. His closest American counterpart was Shelley who composed
homophonically and restrained the organ accompaniment unlike Dudley Buck. Erbe and
Shelley sought to keep the text in the forefront so that it might be clearly understandable.
Even though he may have been familiar with Beach, it inspired him to stay in a neoClassical idiom and not explore the relationship of Romantic harmony, thematic
transformation, and fuller extended works with little relationship to earlier forms. Erbe
kept his compositions clear and direct and accessible for many ensembles.

124

Homer Ulrich, A Survey of Choral Music (Belmont: Schirmer/Thomas Learning, 1973).
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While Erbe was European trained and moved to America at the age of 35, he
shied away from the spotlight and did not achieve the notoriety bestowed on other
American composers.
Two types of composers appeared on the American scene: the one who
went to Europe—usually Germany—to be trained in the traditions of
the masters, and the one who learned at home, usually less skillfully
and in less depth than the one who spent his years abroad. The foreign
student returned home as a student of composition, prepared to try works
in the larger forms, both vocal and instrumental; the American product
was more likely to limit his attempts to keyboard works, solo songs, or
short pieces for the church. In any case, he was less likely to be heard in
places where criticism of his skills would be public. 125

Erbe, unfortunately, was an American composer who “stayed home,” and his
music was neither known nor published. His oeuvre contains keyboard works, some solo
songs, and short pieces for the church. He wrote several cantatas but only one that could
be considered extended in length. His music was probably not heard beyond the walls of
church or a studio recital. Perhaps he was “motivated more by the missionary ideal of the
Moravians than by the thought of personal gain or prestige,” 126 thus he stayed away from
the spotlight and from promoting his own music.
Ultimately, Erbe wrote in a style that he was most familiar with and was probably
taught during his studies in Niesky and due to his own interest in the compositional styles

125

Wienandt and Young, 306.

126

Haeussler, 43.
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of Bach, Handel, Mozart, and Haydn. Alice Caldwell in her essay, “Moravian Sacred
Vocal Music” writes,
spiritual aims also influenced the trend toward a simpler aesthetic. Church
music in the latter part of the eighteenth century sought primarily “edify,”
that is, to awaken devotional feelings in as direct and accessible a way as
possible. Contrapuntal complexity with its severe intellectual demands did
not fulfill this role; rather a single, clear-cut, prominent melody with
subordinate accompaniment allowed even the least-educated listener to
participate in a form of “edification.” 127

One can argue that the rhythm was orderly and easy to grasp with simple, yet
powerful harmonies, along with heart-melting melodies; the goal of which were “to bring
the listener to a higher level of spiritual development.” 128 Thus, even though Erbe
composed at the end of the nineteenth and the beginning of the twentieth centuries, he
was influenced by the compositional styles of the Moravians and sought to make his
music orderly yet edified with heart-melting melodies that brought the listener to a higher
level of spiritual development.
Erbe’s Moravian background and upbringing was most likely the most important
factor. Alice Caldwell writes, “[a] Moravian anthem aims to create a moment of spiritual
edification in which the message of the text is conveyed in part through the emotional
and sensual experience of the music. The words are carried by beautiful melodies and

127

Alice M. Caldwell, “Moravian Sacred Vocal Music,” in The Music of the Moravian Church in
America, ed. Nola Reed Knouse (Rochester, NY: University of Rochester Press, 2008), 90.
128

Ibid.
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harmonies, but they must be clearly understood.” 129 A style feature Erbe emulated was
the practice of homophonic writing for his ensembles. He judiciously used points of
imitation in his works but primarily wrote in a homophonic style as it “suited the
aesthetic and spiritual goals of Moravian sacred art music. Even in the works with the
most technically challenging instrumental introductions and interludes, parts for the
instruments during the choral sections are simpler, allowing the vocal parts to dominate
the texture.” 130 The composers of the Moravian tradition, including Erbe, understood the
fact that the text took precedence and subsequently worked within those boundaries. “But
other forms of musical expression, including polyphony and melodic lyricism, could be
adapted to fit Moravian aesthetic standards. Some Moravian art music makes use of a
wider range of compositional techniques while keeping to the ideal of simplicity and
directness of expression;” 131 however, the simpler homophony fulfilled multiple
functions: it provided a clear declamation of religious texts and it facilitated singing by
skilled, non-professional singers. 132

129

Ibid., 98.

130

Ibid. 98.

131

Ibid., 101.

132

Ibid., 122.
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CHAPTER FIVE
CREATING AN EDITION 133

The creation of a music edition poses many challenges for an editor. Not only is
the process time consuming (from examining and copying manuscripts to a final printed
product), but the editor must also be aware of stylistic traits of the era being examined,
understand and interpret various markings and correct any unintentional errors by the
composer. Occasionally, aspects of performance practice may also need to be inserted as
well.
The genesis of such an edition began in the summer of 2011 during a trip to the
Moravian Music Foundation and Archives in Winston-Salem, North Carolina. Upon my
visit, I encountered myriads of manuscripts, many of which were too fragile to be
scanned, copied, or loaned; consequently, for this project, I had to photograph each
anthem. Photographs were taken of complete pages as well as closeups of measures to
help ensure clarify parts of manuscripts that were more difficult to decipher.

133

An edition and critical notes of Erbe’s anthems are forthcoming. The analyses of selected
anthems are included to give the reader an idea of his stylistic practices.
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Ex. 22: Ernst Erbe, Frohlocket mit Händen, alle Völker, Op. 8, No. 3a, mm. 1-15.
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Ex. 23: Ernst Erbe, Frohlocket mit Händen, alle Völker, Op. 8, No. 3a, mm. 1-4.

Approximately 2000 photographs were taken to ensure quality and accuracy in
reproducing Erbe’s compositions. I transcribed the works into Finale® utilizing modern
instrumental layouts, when needed, and modern choral layout: SATB with the
accompaniment or keyboard reduction beneath the vocal parts. The one exception is
Erbe’s Christmas Anthem where a solo violin line was placed above the vocal lines. The
works were also emailed to Dr. Nola Knouse, Director of the Moravian Music
Foundation in North Carolina for additional proofreading.

101

Texas Tech University, Ian B. Aipperspach, August 2013

Ex. 24: Ernst Erbe, Frohlocket mit Händen, alle Völker, Op. 8, No. 3, mm. 1-5

Although a music editor needs to be faithful to a composer’s intention, one must
also make judicial decisions in case several manuscripts of one piece do not contain the
same material. Also, an editor must notate any editorial decision in a manner other than
how the composer notated such. In Example 24, Erbe’s slurs are indicated by solid lines
as evidenced in measure three while editorial slurs are indicated by dotted lines.
However, Erbe forgot a slur in measure five on the second syllable of “alle,” thus the
author placed a dashed slur to indicate that such needed to be included in the work. This
was determined by examining Erbe’s score and noticing the lack of a slur. It is standard
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practice in all eras of music to place a slur marking over multiple notes to one syllable of
text.
In one instance, Erbe failed to write a dynamic indication in the keyboard
accompaniment of Oh, Behold, Op. 1. It is to be inferred that the dynamic level of the
accompaniment should follow the dynamic level of the voices as an mf organ would
overpower a choir singing p. This was notated by the use of brackets. Another instance of
the accompaniment dynamic is where the new printed edition contains a keyboard
reduction. Dynamics were also inserted to follow the vocal parts. These are not notated
with brackets, but to be understood that such an insertion is purely editorial.

Ex. 25: Ernst Erbe, Oh, Behold, Op. 1, mm. 127-131, insertion of editorial dynamics
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Ex. 26: Ernst Erbe, Unsre Seele harret auf den Herrn, Op. 8, No. 4, mm. 1-8
Insertion of keyboard reduction to aid in rehearsal preparation
and the inclusion of dynamics to follow the vocal parts.

Erbe rarely wrote a keyboard reduction to aid in rehearsal for a cappella works.
Consequently, I felt it was necessary to create one that would accurately represent the
vocal parts but could still be played by a keyboardist. Erbe probably read from the full
score or occasionally created a separate organ part with the occasional cue to assist him
or another keyboardist. Today, many amateur church musicians may not be able to read a
full score and some ensembles may not feel comfortable singing the work a cappella. If
Erbe wrote an organ part for his works, I have re-created it in two fashions: one reflects
Erbe’s original layout - two staves with markings for pedal and manual and another
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reflects proper organ writing – three staves with the third one detailing the pedal line. The
two staves allow for those who either are piano players and not versed in the organ or
those who may not have access to a church organ. A three stave score can be used for
more advanced organists.

Ex. 27: Ernst Erbe, Agnus Dei, Op. 16, No. 2, mm. 1-7, illustrating the creation of
a two stave organ part representative of how Erbe wrote his scores.
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Ex. 28: Ernst Erbe, Agnus Dei, Op. 16, No. 2, illustration of author’s creation of
a three stave organ score to accurately represent Erbe’s intentions.

Included in this document are analyses of selected works. The analyses will help a
choral conductor prepare his or her choir for a Christian worship service or performance.
Analyses follow the SHMRG format 134 as well as Julius Herford’s bar analysis 135 with
added discussions concerning the texts.

134

SHMRG stands for Sound, Harmony, Melody, Rhythm, and Growth or Form. For example,
Erbe’s Kyrie, Op. 16, No. 1 might be briefly analyzed as: Sound – a cappella SATB chorus; Harmony –
key of F Major; Melody – please see the initial three measures of the work; Rhythm – use of the dotted
quarter note and eighth notes is prevalent; and Form – Polyphonic Fugue. Please see the analysis section
for a more detailed explanation of each work.
135

Please see the introductory chapter for a more detailed explanation of Herford’s Bar Analysis.
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The edition is forthcoming and the pieces selected were based upon the following
criteria: unpublished choral music, a composer largely unknown today, but was perhaps
well known during his/her lifetime, and music that reflected Moravian traditions and
heritage. Works were also selected to promote Erbe’s gift of choral music to the world.
This project was intended to be an original research activity to complete the final
requirements for a choral studies degree instead of writing about other well-known extant
choral pieces popular in repertoire in schools and churches.
Erbe did have several pieces published during his lifetime, but not a substantial
amount. The works left unpublished are of higher quality than the published works. In
addition, only Erbe’s sacred compositions have been addressed. Only four extant vocal
works were secular in nature; his remaining compositions were either sacred, solo or duet
vocal works, or instrumental. Sacred works not included in this edition are ones that exist
in archives in Germany, which have only recently come to light.
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ANALYSIS OF SELECTED CHORAL WORKS 136
LITURGICAL SETTINGS
Kyrie, Op. 16, No. 1
Ernst Immanuel Erbe

Erbe’s setting of the Kyrie is one of two mass movement settings in his Op. 16
collection. The text is the standard liturgical use:

Kyrie eleison
Christe eleison
Kyrie eleison

Lord have mercy.
Christ have mercy.
Lord have mercy.

He does not divide the text into distinct sections, rather he telescopes the text.

SOUND

The work is scored for a cappella SATB choir. The text is traditional Greek and
the work is a fugue. A piano reduction has been created to aid the ensemble in rehearsal.

136

The analysis of the works are not presented in opus order but in the order as outlined in Chapter
One: Liturgical Settings, a cappella German motets, English Anthems, and Miscellaneous. The edition will
follow the same format.
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HARMONY

The setting of the Kyrie is in F Major. Erbe does not modulate but disciplines
himself to stay within the tonic key. He does alternate tonic and dominant entrances of
the subject. He utilizes inversions of chords to create harmonic interest. Erbe concludes
the work with a plagal cadence.

MELODY

The fugue subject of the Kyrie is:

Ex. 31: Ernst Erbe, Kyrie, Op. 16, No. 1, mm. 1-4
Please see Chapter Three for more information on this melodic structure.

RHYTHM

Erbe wrote a time signature of 4/4. He does not prescribe whether the quarter or
the half note should get the pulse. The eighth note is the smallest note value while the
whole note is the largest note value.
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GROWTH

The Kyrie is set as a fugue. The exposition begins with an alto statement of the
subject. The tenor enters in measure five, followed by the basses in measure 9, and finally
the soprano in measure 13. Stretto occurs throughout the work. There is a final
recapitulation beginning in measure 46 with the alto, followed by a bass statement in
measure 50, then a soprano statement in measure 52, and finally a tenor statement in
measure 63.
CONDUCTING ISSUES

Understanding where the fugue subject enters is key to this work. Each subject
must be brought out with the other voice parts diminishing into the texture. Isolating the
subject where everybody sings each other’s part and having ensemble members raise
their hands when they have the subject will help them recognize what needs to be brought
out.
The work is a cappella, thus the choir needs to learn to be independent of the
piano. A fugue is tough to learn and the strictness of this work, by staying in the same
key, can be a good pedagogical tool to teach the ensemble harder fugues in the future.
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Agnus Dei, Op. 16, No. 2
Ernst Immanuel Erbe

The Agnus dei setting by Erbe is the second work of his unpublished Opus 16.
The first piece in this opus is a Kyrie setting. These were possibly conceived as a unit and
were intended for liturgical use. It is to be noted that there is no Gloria, Credo, or
Sanctus-Benedictus in this opus or in any of Erbe’s manuscripts. There is no evidence to
suggest reasons why Erbe did not set any other Mass movements. The opus designation
might indicate a later date of composition.

The text of the Agnus Dei is that of the Mass setting:
Agnus Dei, qui tollis peccata mundi, miserere nobis.
Lamb of God, who takes away the sins of the world, have mercy on us.

Erbe sets the complete text three times, but emphasizes different words in each
iteration: miserere nobis and qui tollis peccata mundi. In the first and last parts of the
work, miserere nobis is stated three times, while in the middle section, qui tollis peccata
mundi is stated two times in one voice and as many as five in another voice.
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SOUND

Agnus dei, Op. 16, No. 2, is set for organ and SATB choir. Similar to Erbe’s Oh,
Behold, Op. 1, there are periods of alternation between organ accompaniment and a
cappella singing. This seems intentional, as Erbe gives no indication of colla parte. The
organ part begins and ends the work with an introduction and postlude.

HARMONY

The tonal center of the work is E-flat Major. The second half of the work explores
B-flat Major (dominant) and G Major (the mediant), and the work concludes in the tonic
key of E-flat major. In comparison to Oh, Behold, this work utilizes significantly more
inversions of chords to create interest in harmonic movement. This is evident in the
introductory eight measures:
I – IV6/ 4 – ii4/ 2 – I6 – IV6 – I6 – IV – I6/ 4 – ii6 – V4/ 2 – I6 – IV – I6/ 4 – V4/ 3 – I6/ 4 – V7 – I.
Measures 1 – 27 are in E-flat major; while measures 28 – 45 are in B-flat Major;
measures 46 – 57 are in G Major; and measures 58 – 94 (end of piece) are in E-flat major.
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MELODY

Agnus Dei contains a melody that is first stated in the organ introduction and then
taken up by the sopranos in measures 9-13. After this initial presentation, the melody is
not heard until the second major section of the work (beginning in m. 33) where the
tenors and altos offer a vorimitation of the melody proper leading to the entrance of the
soprano and bass iterations in measures 35 and 39. In the third section (voices enter in m.
62) imitation is exhibited again between the outer voices while the alto presents the
melodic idea in diminution (m. 64 ff.) and the tenor presents it in augmentation.

Ex. 32: Ernst Erbe, Agnus Dei, Op. 16, No. 2, mm. 1-6

A second melodic idea is presented for the text miserere nobis, first stated by the
tenors (m. 14) and then the sopranos. Erbe consistently utilizes the same pattern
throughout the work which creates an idea of vorimitation as each voice imitates the
opening three notes and then completes the melodic idea. In the following instance, both
the tenor and soprano contain the second melodic idea. The others are supporting, but do
contain a similar structure as to the principle theme.
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Ex. 33: Ernst Erbe, Agnus Dei, Op. 16, No. 2, mm. 14 - 22

RHYTHM

Erbe’s tempo designation is moderato for this work. In what is presumed to be an
earlier manuscript, the composer wrote alla breve, but crossed it in favor of the moderato
designation. Additionally, Erbe also wrote the symbol for “cut” time but changed it to
common time.
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GROWTH

Agnus Dei is divided into three sections as dictated by the synthesis of text,
melody and harmony. Its form may be shown as follows:
Introduction: mm. 1 – 8

(4 + 4)

E-flat Major

(mm. 1 – 4 + 5 – 8)
A:

mm. 9 – 27

(5 + 4 + 4 + 6)

E-flat Major → B-flat Major

(mm. 9 – 13 + 14 – 17 + 18 – 21 + 22 – 27)
Interlude:

mm. 28 – 32

B-flat Major

A’:

mm. 33 – 57 (13 + 4 + 8)

B-flat Major → G Major → E-flat

Major
mm. 33 – 45

B-flat Major → G Major

mm. 46 – 49

G Major

mm. 50 – 57 (4 + 4)

G Major → E-flat Major

Interlude:

mm. 58 – 61

E-flat Major

A’’:

mm. 62 – 83 (10 + 12 [4 + 4 + 4]) E-flat Major
mm. 62 – 71
mm. 72 – 75
mm. 76 – 79
mm. 80 – 83
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Coda:

mm. 83 – 94 (8 + 4)

E-flat Major

It is a modified strophic form which contains elements of free imitation. This
work was possibly written as an imitative exercise which Erbe develops in three short
sections.
There is an introduction of eight measures followed by the first setting which is
19 measures long. This is followed by an interlude of five measures before A’ begins in
the thirty-third measure and is 25 measures long. There is an added interpolation in the
middle section. The final section begins with an interlude of four measures (mm. 58-61)
reminiscent of measure 46 and the opening theme. The text entrance occurs in measure
62 and A’’ is 22 measures long with an 12 measure coda that overlaps the final cadence
of the vocal parts.
Following the bar analysis format, the introduction is eight measures long and can
be broken down into 4 measures plus 4 measures (4 + 4). At the conclusion of the fifth
measure the principal melodic idea ceases and the final three measures work to a cadence
point – first a half cadence in measure eight followed by a tonic beginning the next 19
measures of form. The nineteen measures from m. 9 – 27 are broken into 5 + 4 + 4 + 6
and the work modulates to B-flat Major. A five measure interlude follows with the next
section (A’) beginning in measure 33 and consisting of thirteen measures (mm. 33-45). In
measure 33, the harmony begins on an inversion of the tonic chord in the key of B-flat,
the first section concludes on the tonic. The following seven measures begin in B-flat and
modulate to the key of G whereupon the succeeding four measures (mm. 46-49) confirm
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the tonality of G major. “Miserere” returns for eight measures (two four measure
groupings). In the second of the four measure groupings a modulation back to the
primary tonic of E-Flat major occurs and concludes the second large section of music.
The next ten measures (mm. 62-71) are a repetition of the initial Agnus Dei text. The
melody instead of beginning in the soprano begins in the bass but contains soprano
imitation five measures later. The grouping for this section is four measures plus six
measures. The following miserere is twelve measures long but can be broken down into
subgroupings of 4 + 4 + 4 measures. The initial four measures could be analyzed in C
minor, however, the tonality is not long enough to proclaim a new tonal center.
The last twelve measures make up the coda which is broken down into 8 + 4
measures where the conclusion of the eight measures contains the melodic idea first
presented in the opening and then echoed throughout the work. A foreshadowing of the
melody is heard in the bass then followed by the soprano one measure later. The
subsection ends on the dominant and the final four measures proceed to a tonic cadence.

CONDUCTING ISSUES

In Agnus Dei, Op. 16, No. 2, the work contains alternating sections of choral
accompaniment and a cappella. One must train the choir to sing in tune with careful
listening and proper vowels and to be also prepared for the lack of accompanimental
support. Erbe’s use of the lack of the accompaniment is quite effective. The
accompaniment drops out first on miserere nobis (“have mercy on us”) in the first A
section. In the second section, he lengthens the amount of a cappella usage by including
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qui tollis peccata mundi to the miserere nobis (“who takes away the sins of the world”).
The concluding sections returns to what was heard similarly in the first miserere nobis.
The rhythm is neither hard nor tricky but careful attention will have to be given as
to whether the piece is to be conducted in a slow two or four. If in two, the tendency may
be to speed up while in four, to slow down. A tempo consideration for moderato is 108120 beats per minute. The harmonic motion moves by the half note and the tempo choice
is to be based on Erbe’s desire to keep it in common time. A slow two preserves the
solemnity of the text and is based on the harmonic rhythm.
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Jubilate in D and G 137
Ernst Immanuel Erbe

The two liturgical service settings with the same text is the Jubilate with one
setting in D Major and one in G Major. The text of the Jubilate comes from Psalm 100.
In the manuscript files, the setting in D contains textual settings in German and English.
This shows his flexibility as times were changing in his congregation or perhaps he was
trying to move his choir into an English direction. It seems he was as fluent in English as
he was in German.
The text is Psalm 100, a psalm of thanksgiving and praise.
German:
Jauchzet den Herrn, alle Welt;
Dienet den Herrn mit Freuden;
Kommet vor sein Angesicht mit Frohlocken.
Erkennet, dass der Herr Gott ist.
Er hat uns gemacht, und nicht wir selbst,
Zu seinem Volke und zu Schafen seiner weide.
Gehet zu Seinen Thoren ein mit Danken,
Zu seinen vorhofen mit Loben;
Danket Ihn, lobet seinen Namen;
Denn der Herr ist freundlich, und seine Gnade wahret ewiglich,
Und seine Wahrheit fur und fur.
Erbe’s Translation:
Make a joyful noise unto the Lord all ye lands.
Serve the Lord with gladness;
Come before His presence with singing.
Know ye that the Lord, He is God.
It is He that hath made us and not we ourselves;
We are His people and the sheep of His pasture.
Enter into His gates with thanksgiving, into His courts with praise.
137

Jubilate in D does not contain an opus number, but the setting in G contains two: Op. 14, No. 3
and Opus 8. Other groupings in Opus 14 is Erbe’s Christmas Anthem and Opus 8 is a grouping of a
cappella German motets.
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Be thankful unto Him and bless His name;
Be thankful to Him and bless His name.
For the Lord is good; His mercy is everlasting;
And His truth endureth to all generations.

SOUND

Each Jubilate is scored for SATB ensemble. The setting in D is scored for a
cappella choir, but the organ or keyboard instrument may be able to accompany the
ensemble colla voce. The setting in G Major contains two versions. One for a cappella
ensemble and one with an organ accompaniment which largely reinforces the voices.
However, the organ part ends in measure 84 leaving the reader to insinuate that the organ
most likely continued colla voce. The setting in D Major is one that is both set in English
and German.

HARMONY

Jubilate in G Major
The setting in G Major begins and ends in G, but one section is written in the key
of C Major. Erbe does not set up the key change, but being that C is the sub-dominant of
G it is a closely related key. Likewise, when Erbe returns to the key of G, he again does
not set up a modulation. In this setting, he does not use a lot of inversions, the majority of
chords are found in the root position. The chords that are found in inversions the most are
I 6/4 chords and the occasional I6 or V6 chord. In the C Major section, Erbe uses several
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secondary dominants (notably mm. 61-69), V/vi where he alternates harmonies in each
measure beginning in 61: V/vi-V6/vi-vi-V/vi-vi6-V6/4-vi-vi-V6/V-V. After measure 69
stability resumes with chords mostly in root position. An interesting chord is in measure
24 where a B Major chord appears without any preparation. The preceding measure
contains a vi chord followed by a ii and then the major III chord. The next measure
contains a IV, thus this chord is an interesting choice and certainly grabs the aural
attention of the listener.

Jubilate in D Major
Erbe’s setting in D Major is unique is this is one of the rare bi-lingual settings of
the same anthem. This anthem exists in two manuscripts one in German and one in
English. The work begins and ends in D Major, but the middle section is in G Major, the
sub-dominant of D. Both transitions are not set up. Most of the time the harmony is in
root position. The only time a chord appears in inversion is the occasional IV6, and
inversion of V(7), and I6 or I 6/4. There are a few secondary dominants but not as many
as were in the G Major setting.

MELODY

Jubilate in G Major
The melody at the outset of the piece is in the soprano, but a point of imitation
begins in measure 6 with the tenor, followed by the alto (in measure 7), then the bass
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(also m. 7), and finally the soprano (m. 8). More imitation begins beings in the tenor in
measure 9 which is then followed by the alto and bass in measure 10 and the soprano in
measure 11. Melodic interest shifts back to the soprano voice until the next imitative
entry occurs in measure 19 first in the soprano, then measure 20 with an alto/tenor duet
followed by the basses in the second half of the measure. The soprano retains melodic
interest until the key change in measure 32. The alto and tenor sing a duet in thirds (mm.
32-33). Then the soprano picks up the movement and sings a similar pattern two
measures later (mm. 35-36) and finally the bass in measures 36-37. The next imitative
entrance happens in m. 44 in the tenor followed by the soprano in m. 45, the alto in m.
46, and the bass in m. 47. The melodic interest returns to the soprano, although there are
some duet textures and imitations between voices. The final melodic element is more
imitative work beginning in m. 87 first in the bass, followed by the alto. Erbe creates a
second melodic motive in the tenor in m. 88 which is echoed in m. 92.

Jubilate in D Major
It is hard to define a melody at the beginning of the piece as it moves
homophonically for the first four measures. If a melody is to be considered it would be in
the soprano voice and derived from the harmony. In measure 5 an imitative motive
begins in the bass, followed by the tenor in m. 6, the altos in m. 7 and the sopranos in m.
8. In measure ten, homophony returns and the soprano contains the melodic interest.
Imitation returns in measure 19 in the bass, followed by the tenor in m. 20, alto in m. 22,
and soprano in m. 23. The homophonic nature returns in m. 26 where one can classify the
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melodic interest once again in the soprano. Imitation returns at the final key change in m.
50. with the alto, followed by the soprano in m. 52 then the tenor in m. 56 and finally the
bass in measure 57 whereupon homophony returns until the end of the setting. It is
important to note that some rhythms are different between the setting in English and the
setting in German to compensate for textual issues that arise.

RHYTHM

Jubilate in G
The setting is marked in 4/4 time for the first 31 measures. Measures 32-78 are in
3/4 time while measures 79-104 returns to 4/4 time. The smallest note value is the eighth
note while the longest is the whole note. The quarter note is marked to give the pulse,
however, the feel of the work might best be understood as the half note (in the 4/4
sections) gets the pulse and the 3/4 might best be felt as one to a bar.

Jubilate in D
The complete setting is marked in 4/4 time. This is a big difference between the
two. The smallest note value is the eighth note while the longest is the whole note. The
underlying pulse is given to the quarter note but the setting can also be felt and sung in a
half-note pulse.
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GROWTH
Jubilate in G
The Jubilate in G is largely governed by the text as to its divisions. Measures 1-31
is the large macro A while measures 32-78 (“Enter into His gates with thanksgiving…) is
the large macro B and C is measures 79-104.

mm. 1-6 & 7-15 & 16-24 & 25-31
(6 + 9 + 9 + 7)

A (mm. 1-31):
Make a joyful noise unto the Lord all ye lands. (mm. 1-6)
There are several points of imitation in this section. The text “unto the Lord” is
imitated between the Soprano and the Bass.

Serve the Lord with gladness;
Come before His presence with singing. (mm. 7-15)
This section is based off of imitation between the voice parts, essentially a fugue
in micro form.
Know ye that the Lord, He is God.
It is He that hath made us and not we ourselves; (mm. 16-24)
Erbe limits the imitation in this section, reserving it for the last four measures.
We are His people and the sheep of His pasture.
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The final section of A is through composed without any repetition.

B (mm. 32-78):
mm. 32-43 & 44-54 & 55-69 & 70-78
(12 + 11 + 15 + 9)

Enter into His gates with thanksgiving, into His courts with praise. (mm. 32-54)
Erbe exhibits both trio texture in the beginning of the section, but then moves
towards an imitative process beginning measure 44.
Be thankful unto Him and bless His name. (mm. 55-78)
In this section, Erbe repeats material initially presented in m. 55 to lengthen the
section. No imitation is exhibited, but Erbe did write duets between the voice parts (alto
and tenor).

C (79-104):
mm. 79-83 & 84-87 & 88-104
(5 + 4 + 17)
For the Lord is good; His mercy is everlasting;
And His truth endureth to all generations.
The final section is throughcomposed with some text painting on “all generations”
which contains the highest pitches sung in the work.
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The same format applies to the Jubilate in D. The measures are different:
A = 1-33 / / B = 34-49 / / C=50-71
A: mm. 1-4 & 5-18 & 19-33 (4 + 14 + 15)

In the opening section, a fair amount of imitative entries are heard, highlighting
the following texts: “serve the Lord with gladness” and “it is He.”
B: mm. 34-39 & 40-49 (6 + 10)
This section is throughcomposed and moves in homophonic fashion.
C: mm. 50-71 (22)
The final section is a small fugue with tonal answers.

The Jubilate in D is shorter in length than the Jubilate in G.

CONDUCTING ISSUES
The Jubilate in G contains a middle section that is in ¾ time while the outer
sections are in 4/4 time. The decision must be made whether or not to keep the quarter
note the same between sections or have the half note equal the dotted half note. Erbe
wrote an organ part for the Jubilate in G and also wrote the same setting without the
organ part. In his written in organ part, it is in a colla voce style which raises the
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possibility that he intended for organ to reinforce the singers in both works: Jubilate in G
and Jubilate in D.
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A CAPPELLA GERMAN MOTETS
Aus der Tiefe, Op. 8, No. 2
Ernst Immanuel Erbe

Aus der Tiefe is a setting of the chorale text, Aus der Tiefe, to an entirely new tune
instead of the chorale tune to which it was originally set (see the analysis of Aus tiefer
Not for the tune). The text is taken from Psalm 130: 1-2 of the Lutheran 1545 Bible.

Aus der Tiefe rufe ich, Herr, zu dir.
Herr, höre auf meine Stimme,
lass deine Ohren merken
auf die Stimme meines Flehens.

From the depths, I cry to You, O Lord.
Lord, hear my voice,
Let Your ears be attentive
to the voice of my complaint.

SOUND

Aus der Tiefe is scored for a cappella SATB chorus; however, a rehearsal
accompaniment has been added to aid in rehearsal preparation. The work is homophonic.
The text is in German with an English translation created by the author.

HARMONY

In Aus der Tiefe, the prevailing key is d minor. There are momentary gleams of
other keys, a result of sequential harmonic progression amidst motivic development;
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however, there is no true modulation. Erbe moves briefly through the following keys: d
minor, A Major, F Major, before concluding in d minor.

MELODY

Aus der Tiefe is a textual setting of the chorale of the same name but not a musical setting
of the original chorale melody. This work contains a melody that is neither remarkable
nor memorable in nature, however it is more of a pattern that repeats itself in this work.
The two quarter notes followed by a whole note and a half note is a motive that can be
considered a melody as it repeats in the second half of the work. The melody is derived
from the harmony.
The opening measures contains elements of imitation, the Bass and Alto contain
two quarter notes followed by a half step up while the Tenor and Soprano contain two
quarter notes followed by a minor third leap upwards, essentially a tonal answer. The
pattern is repeated throughout the work, but in a way to drive the music forward instead
of keeping it stagnant. For example, “lass deine Ohren” contains three quarter notes that
propel it to the whole note, dotted half, or half note that follows.

RHYTHM

Erbe utilizes the “cut time” designation for rhythmic purposes in Aus der Tiefe.
The half note gets the beat which allows the quarter notes that are used to act as a
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springboard into the next beat. Erbe does not use anything smaller than the quarter note
and nothing larger than the whole note. Tying into the melodic aspect, the initial
statement could also be a rhythmic motive that helps to identify the work. Each motive
whether it be the “Aus der Tiefe,” “höre meine Stimme” or the “lass deine Ohren” is
compelling and creates interest in the work. Thus, not only can an idea be identified
melodically in this work, it can also be driven by the rhythmic component.

GROWTH

The work is resplendent with the use of motives and sequences, but the work does not
contain harmonic progressions to create modulations. The form is dictated through
imitation and the text.

The form of Aus der Tiefe is A B A’ B’
A: mm. 1-23 (16 + 7)
mm. 1-16 & mm. 17-23
B: mm. 24-33 (10)
A’: mm. 34-53 (13 + 7)
mm. 34-46 & mm. 47-53
B’: mm. 54-72 (19)
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The work is largely imitative and its form is dictated textually. The psalm is four
lines in length. Section A contains the first two lines while Section B contains the last
two lines of text. A’ is a return with the same style of writing that Erbe wrote in A.
Instead of opening the section with a bass entrance, Erbe begins A’ with an alto entrance
and all voices enter in the same order with the exception of the bass entering last in this
instance. Erbe’s biggest difference between the two statements of B is that in B the Alto
and Bass enter together while in B’ the Soprano and Alto enter together. He expands B’
with additional statements of “auf die Stimme.”

CONDUCTING ISSUES

Erbe utilizes the “cut” time signature in Aus der Tiefe making the half note the
tact. It is important for the singers and the conductor to internalize the pulse. There are
moments where the voices interact with each other similar to a Renaissance motet (mm.
1-16) and period of homophony where the voices move together as one. Preference and
care will have to be given as to what needs to be brought out. There are no eighth notes
within this work and neither are there rests to propel the ensemble from one section to
another (except for the two sections that begin with “lass deine Ohren”. The tendency for
this work will be to slow in tempo. The work is a cappella meaning that the ensemble
and director will have to train their ears and not rely as much on the keyboard for
reinforcement.
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Frohlocket mit Händen, alle Völker, Op. 8, No. 3
Ernst Immanuel Erbe

Frohlocket mit Händen, Op. 8, No. 3 is a set of three short motets. No notation is
given as to whether these flow continuously from one to the next or whether they were
intended to be separate selections. For purposes of this study, the three sections will be
grouped together identified as A, B, and C.

The texts are:
A - Psalm 47: 1:
Frohlocket mit Handen alle Völker,
und jauchzet Gott mit frohlichen Schall!

Rejoice with your hands all peoples, 138
And praise God with joyful sound!

B - Psalm 47: 4:
Er erwählt uns zum Erbteil,
Die Herrlichkeit Jakobs, den er liebt.

He chooses for us our inheritance,
The splendor of Jacob, whom He loved.

C - Psalm 47: 6
Lobsinget, lobsinget Gott;
lobsinget, lobsinget unserm König!

Sing praises, sing praises to God;
Sing praises, sing praises to our King!

SOUND

Frohlocket and its subsequent sections are scored for a cappella SATB chorus.
The work is homophonic and a piano reduction has been created to aid in rehearsal
preparation.

138

Generally, this is translated as “O Clap your hands, all you peoples.”
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HARMONY

This work is tri-partite. It contains two primary tonal areas: C Major (A), F Major
(B), and C Major (C). These are closely related keys as F Major is the subdominant of C
Major. In A, Erbe does not explore any other tonal areas. He alternates with periods of
tonic and dominant with the occasional minor six chord (vi) or the ii chord. In B, to give
a sense of connection, Erbe starts on the dominant of F Major (V = C Major) and
progresses to tonic. The first full feeling of tonic is in measure 4 where an F Major chord
in root position is stated and settles the key (previous tonic chords had been in inversion
or passing). Erbe does not explore any other tonalities. The chord progressions are more
adventurous than the first part where he utilizes more inversions, vii chords, and the
occasional secondary dominant. B ends on a solid F Major cadence. The third section (C)
is the most adventurous harmonically with uses of secondary dominants and a significant
amount of inversions. Erbe does not tonicize any other key areas in this work.

MELODY

Similar to other works in this grouping, no melody in particular stands out. It is
derived from the harmony so that the text is predominant. Some imitation amongst the
voice parts represents text painting, such as “alle Volker” where each “group of people”
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has a chance to speak. For the most part, the soprano would be the active melodic part. In
C, trio texture is exhibited.

RHYTHM

The three sections of Frohlocket contain three different meters: 4/4, 3/4, and 4/4.
The smallest unit of value is the eighth note, while the longest is the whole note. Erbe
does not dictate how the piece is to be conducted or sung: two, one, two or four, three,
and four.

GROWTH

Each section of this work is through composed. On a macro level the formal
structure is A B C.
Each section can divided as:
A: mm. 1-4 & 5-10 & 11-18 & 19-27
4+6+8+9
Imitative entrances begin in measure five after an introductory four measures. In
measure eleven, Erbe writes text painting into the music based on the text “frohlichen”
(joyful) and “jauchzet” (praise). The final section of A is throughcomposed.
B: mm. 1-4 & 5-12 & 13-20 & 21-28 & 29-35 & 36-41 & 42-46
4+8+8+8+7+6+6
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In the second section, Erbe alternates between duet (mm. 5-12) and trio (mm. 1320) texture before returning to the quartet. Some imitation is exhibited between the outer
voices before returning to duet texture and concluding with the quartet.
C: mm. 1-4 & 5-10 & 11-20
4 + 6 + 10
The final section is throughcomposed.

CONDUCTING ISSUES

The work is trifold, so the conductor must determine the best approach to teaching
the work: whether to look at it as a whole or to divide it into three sections. The change of
meters needs to be factored in as well, whether to focus being proportional or to change
the underlying pulse for each section of the work, i.e., does the half note equal the dotted
half or does the quarter equal the quarter. Frohlocket… is a cappella and requires the
ensemble to rely not on the piano outside of rehearsal.
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Herr, neige deine Ohren, Op. 8, No. 3
Ernst Immanuel Erbe

The text of the a cappella German motet, Herr, neige deine Ohren, Op. 8, No. 3,
is Psalm 86: 1, 3-4 from the 1545 version of the Luther Bible.
The text is:
HERR, neige deine Ohren und erhöre mich;
denn ich bin elend und arm.
HERR, sei mir gnädig;
denn ich rufe täglich zu dir!
Erfreue die Seele deines Knechtes;
denn nach dir, HERR, verlangt mich.

Lord, bow thine ear to me and hear me;
For I am miserable and poor.
God, be merciful to me;
for I call on you daily!
The soul of your servant rejoices;
I extend myself to you God.

SOUND

Erbe’s composition, Herr, neige deine Ohren is a homophonic composition in
which the melody is derived from the harmony, motivic structures, and imitation. It is
scored for a cappella SATB chorus. A piano reduction has been created to aid in
rehearsal. There are brief points of imitation, but not enough to qualify it as a polyphonic
composition.

HARMONY

Herr, neige deine Ohren is in the key of c minor. This piece is one of the few
Erbe compositions that modulates. It modulates to E-flat major by measure 19. A return
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to the key of c minor occurs in measure 49. Like the third section of Frohlocket…this
work is adventurous harmonically through the use of inversions and the judicious use of
secondary dominants.

MELODY

The melody for Herr, neige deine Ohren is derived from the harmony. No unique
melody stands out but interest is developed with the points of imitation. Erbe does write
text painting in accordance with the text. The opening Soprano line in mm. 1-4 descends
an octave (E-flat) representative of the text “Lord, bow thine ear and hear me.” One part
is fugal in nature and the four voices contain a short theme, but no development of the
thematic material is prevalent. Imitation occurs in measures 4-6, mm. 8-11, and mm. 3446.

RHYTHM

The rhythm of Herr, neige deine Ohren is based upon 3/4 time. The smallest
value is the sixteenth note while the largest is the dotted half note. The quarter note
dictates the underlying rhythm/pulse of the work. Like the text painting, interest is
derived from rhythmic motives in mm. 8-14.
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GROWTH
The work is through-composed and can be divided into the following sections:
A: mm. 1-18 = 8 + 6 + 4
mm. 1-8 & mm. 9-14 & mm. 15-18
The sections are governed by the text.
B: mm. 19-33 = 4 + 6 + 5
mm. 19-22 & mm. 23-28 & mm. 29-33
C: mm. 34-48 = 15
mm. 34-48
D: mm. 49-74 = 8 + 8 + 10
mm. 49-56 & mm. 57-64 & mm. 65-74
The work contains short periods of imitative entries similar to many of Erbe’s pieces.

CONDUCTING ISSUES
The work is a cappella, thus a choral pedagogue will have to train the choir to
sing clearly and in tune without the aid of a rehearsal instrument. The work is in ¾ time
and can either be taught and conducted in three or one to the bar with the dotted half note
getting the beat. Either way, a strict internal pulse will have to be kept due to the
alternation between eighth note sections and quarter note sections. The tendency will be
to rush. The German diction will have to be focused on to be presented clearly and
understandably.

138

Texas Tech University, Ian B. Aipperspach, August 2013

Unsere Seele harrt auf den Herrn, Op. 8, No. 4
Ernst Immanuel Erbe

Unsre Seele harrt auf den Herrn is a setting of Psalm 33: 20-22. It is a relatively
short composition in relation to other works in this opus.

The text for this work is taken from the 1545 Lutheran Bible.
Unsre Seele harrt auf den Herrn;
Er ist unsre Hilfe und Schild.
Denn unser Herz freut sich sein
Und wir trauen auf seinen heiligen Namen.
Deine Gute, Herr, sei uber uns,
wie wir auf dich hoffen.

Our soul waits for the Lord;
He is our strength and shiled.
Our heart is made glad in him
and we have trusted in his holy Name.
Your goodness, Lord, grant to us,
as we hope in You.

SOUND

The work is scored for a cappella SATB chorus and is homophonic. A piano
reduction has been created to aid in rehearsal.

HARMONY

Unsre Seele hart auf den Herrn is in the key of F Major. It is restrained in its use
of inversions and secondary dominants as compared to other works of Erbe. The work
does not modulate nor does it center around any other key area.
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MELODY

Erbe’s work does not contain a distinct melody. In this instance it is derived from
the harmonic structure. The Soprano is the highest voice and the ear will go their
expecting it to fulfill the melodic role. Points of imitation are used in mm. 17-34 with the
alto and tenor exchanging imitative entries and the soprano and bass with another
melodic idea. Another point of imitation occurs in mm. 35-37 and mm. 43-47.

RHYTHM
The time signature in this work is “cut” time with the half note functioning as the
beat. The smallest note value is the eighth note with the largest being the whole note.

GROWTH
Unsre Seele… is a through composed work. A sequence is employed as are points of
imitation, but they are not enough to qualify the material as a return to a certain section.
However, the work can be broken down into the following and is based on the text:
mm. 1-4 + 5-8 + 9-12 + 13-16 (this division is based on the music instead of the
text) + 17-35 + 36-39 + 40-43 + 44-53
(4 + 4 + 4 + 4 + 19 + 4 + 4 + 10)
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CONDUCTING ISSUES

In terms of rhythm, this piece will most likely rush due to the cut time
designation. The ensemble and director will have to keep a steady internal pulse. Count
singing would be a wise approach to keeping a steady rhythm.
The key of F Major is a very common key to sing in and singers can get lazy and
sing out of tune very quickly. The exploration of a half step in either direction (F# or E)
will help to keep the singer’s ears acute.
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Mache dich auf, Op. 8, No. 5
Ernst Immanuel Erbe
Mache dich auf is an a cappella motet setting of Isaiah 60: 1. The text is
appropriate for Advent and in some cases Epiphany in the Christian liturgical calendar.

The text is as follows:
Mache dich auf, werde licht.
Denn dein Licht kommt,
und die Herrlichkeit des Herrn
gehet auf über dir.

Arise, shine,
for thy light is come,
and the glory of the Lord
is risen upon thee.

The German text is from the Lutheran Bible of 1545 while the English text is an
adaptation of the King James Version of the Bible.

Erbe sets the text in three sections:
A: Mache dich auf, werde licht,
B1: Denn dein Licht kommt,
C: und die Herrlichkeit des Herrn gehet auf über dir.

The text has been set by many composers. Perhaps the most notable settings of
the text are cantatas by Johann Hermann Schein and Johann Ludwig Bach. Erbe may also
have been familiar with Felix Mendelssohn’s oratorio Paulus, in which is included a
setting of Mache dich auf. Erbe blatantly copies Mendelssohn in this example. Please see
the European influences chapter for more information.
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SOUND

Mache dich auf is scored for a cappella SATB chorus. The work is in German
and may have been written either during his time in Germany or in the early days of his
ministry within the German Evangelical Synod of North America before a transition
happened to English. The work is homophonic and a piano reduction has been created to
aid in rehearsal.

HARMONY

Mache dich auf is the final work in the set. This work is in C Major. In this work,
Erbe finally modulates. He does not acknowledge a key signature change but when
analyzing the piece, it is evident that he wrote a brief section in the sub-dominant (F
Major). The second section is in the relative minor and subdominant and is approached
by a phrygian cadence in mm. 22-23. The harmony is developed through sequences in
this tri-partite work.

MELODY

Melodic interest in Mache dich auf is found amongst the voices in the points of
imitation evident in the work. When all voices come together, the melodic highpoint is
found again in the Soprano voice. One could argue that the melodic lines are derived
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from the harmony as no particular melody stands out. However, the melody was
borrowed from Mendelssohn.

RHYTHM

Mache dich auf contains the cut time signature which provides for the half note to
be the underlying pulse. The smallest value is the eighth note with the largest value being
the half note.

GROWTH
Mache dich auf: A (mm. 1-23) B (mm. 24-53)
The form is based upon and governed by the text, motivic ideas, and key areas.
The formal structure according to the method employed in Herford’s Bar Analysis is:
A:

mm. 1-23: (4 + 4 + 4 + 12)
mm. 1-4
mm. 5-8
The first two sections contain a clarion call that is tonally echoed in the other

voice parts.
mm. 9-12
The voice parts work together in homophonic fashion.
mm. 13-24
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Similar to the opening, a solo clarion call in the soprano is echoed by the other
voice parts.
B:

mm. 24-34: (4 + 6)
mm. 25-28
mm. 29-34
Points of imitation occur in this section as duets exist between the voices before

joining together in one last statement.
C:

mm. 35-53 (7 + 12)
mm. 35-41
mm. 42-53
This section is governed by the rhythmic idea instead of imitation (two quarter

notes followed by a dotted quarter note, an eighth note, two quarter notes and a half
note). The motive gives drive to the final cadence. Text painting is also exhibited as the
music for “gehet auf über dir” descends from notes to low as if the glory of the Lord has
descended upon the people.

CONDUCTING ISSUES

Erbe wrote a “cut time” signature implying that the half note is to get the pulse.
The choir will have a tendency to rush and each singer must internalize the subdivisions
of the beat. Also, the work is homophonic, thus rhythmic accuracy is at a premium so that
the chords line up.
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Mache dich auf is also set for a cappella choir, meaning that the choir will have to
retain a sense of pitch and not rely on the keyboard for help.
The chorus will also need to utilize the rests as springboards into the next section,
so that the music does not stagnate. From the opening rhythmic motive to the final
cadence, the rhythm must move forward, not at the sake of the notes or musical integrity,
but there is an inherent motion in the work that propels it forward.
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ENGLISH ANTHEMS
Oh, Behold, Op. 1
Ernst Immanuel Erbe

Oh, Behold, Op. 1, takes its text Revelation 21: 3b – 4a, which states:
Behold, the tabernacle of God is with men, and He will dwell with them, and they
shall be His people, and God Himself shall be with them, and be their God. And
God shall wipe away all tears from their eyes. 139
However, Erbe sets the text slightly differently than any other mainline translation:
Oh, behold, see the tabernacle of God with men and he will be dwelling among
them, and they shall be his people, and Himself, God with them, will be their
God. And God will wipe away all tears from off their faces.

It is possible that his translations come from the German Luther Bible of 1545. A literal
translation of the German would be similar to Erbe’s version.
German version:
Siehe da, die Hütte Gottes bei den Menschen! und er wird bei ihnen wohnen, und
sie werden sein Volk sein, und er selbst, Gott mit ihnen, wird ihr Gott sein; und
Gott wird abwischen alle Tränen von ihren Augen. 140

A literal translation is:
Look there, the cabin (tabernacle) of God is with man! And he will be living
(dwelling) with/among them, and they will his people be, and He himself, God
with them will be their God; and God will wipe off/wipe away all tears from their
eyes.

139

http://www.biblegateway.com/passage/?search=Revelation%2021:%203-4&version=KJV

(16/3/2012)
140

http://www.biblegateway.com/passage/?search=Revelation%2021:%2034&version=LUTH1545 (16/3/2012)
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The text as set forth in Erbe’s setting is divided into the following sections:

21: 3b – Oh, behold, see the tabernacle of God with men
21: 3c – and he will be dwelling among them,
21: 3d – and they shall be his people,
21: 3e – and himself, God with them,
21: 3f – will be their God.
21: 4a – And God will wipe away all tears from off their faces.

From here on the text will be referred to by letters (i.e., 21: 3b = b).

The “b” text can be further divided into smaller sections:
b1 – Oh, behold,
b2 – see the tabernacle of God with men

Erbe’s formal setting of the text is as follows:

b1 b1 / b2 b2 b2 b2 / c c / d d / e f ef
a/a
b1 b1 / b2 b2 b2 / c c / d d / e f e f f
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SOUND

Oh, Behold, Op. 1 is scored for SATB ensemble and organ. The text is in English,
with it possibly be utilized during Erbe’s time of service in the Episcopal Church. The
anthem is reminiscent of Anglican anthems from the time period by composers such as
Charles Villiers Stanford, Charles Wood, and Charles Hubert Hastings Parry. While no
particular anthem correlates similarly, several anthems have been written on the same
text, including William Harris’ anthem Behold, the Tabernacle of God Is with Men;
selections from Alfred Robert Gaul’s The Holy City: “It shall be light” and “A New
Heaven and a new Earth;” God shall wipe away all tears by Jerry Kirk; A New Heaven
and a New Earth by Ellen Jane Lorenz; And God shall wipe away all tears by Gilbert
Martin; And I John saw the Holy City by Thomas Mathews; and Of the Father’s Love
Begotten by Robert J. Powell and others. 141 Erbe’s writing is unique in that the organ
does not accompany the choir the whole time. There are times when it supports the
ensemble and times when it drops out and the ensemble sings a cappella. The alternation
seems intended and not for the organ to accompany the choral ensemble colla parte. In
the edition created for the document, a pedal line has been inserted as Erbe’s manuscript
contains two clefs and the notation “ped.”

141

Choral Settings of the Scriptures with English Texts. Compiled by Dr. John Dovaras, Roger
Dean Publishing Company, 1988.
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HARMONY

The prevailing harmony of the work is G Major with a few momentary
tonicizations of the dominant, D Major. Measures 97 – 131 tonicizes the key of D. The
work is replete with block structures creating a homophonic texture. Erbe uses unisons
effectively, particularly on the text “they shall be His people” (mm. 38-44 and mm. 4950). Erbe’s use of block structures is striking as he rarely utilizes inversions in this
particular work. The chords move in root position from one harmony to another.

MELODY

The work is homophonic with no real “melody.” Melodic interest, derived from
the harmony is contained within the soprano voice as a few times the organ foreshadows
the Soprano part (see mm. 19 ff). Erbe in effect does write a miniature version of a verse
anthem as he writes an alto solo to introduce the next verse of text: “and God will wipe
away all tears from off their faces.”

RHYTHM

Oh, Behold is one of the few works where Erbe dictated the tempo. In many of his
works he writes in a tempo guide such as Moderato or Adagio. But in this work, Erbe
writes Andante with the half-note equaling 77 beats per minute. Thus, the quarter note
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would be 154 beats per minute. It is a rather brisk tempo when thinking of the quarter
note, but how Erbe has written the work, it is half-note driven, reflective of many
Anglican and Tudor anthems. No sixteenth notes are utilized in this work as is nothing
larger than a whole note. The work is homorhythmic.

GROWTH

Introduction: mm. 1 – 8

(4 + 4)

G Major

mm. 1 – 4 + mm. 5 – 8
A:

mm. 9 – 26

(10 + 8 or 4 + 6 + 8)

G Major

mm. 9 – 18 + mm. 19 – 26 or mm. 9 – 12 + mm. 13 – 18 + 19 – 26
Interlude:

mm. 27 – 30

G Major

B:

mm. 31 – 52 (14 + 8 or 4 + 6 + 4 + 4 + 4) G Major
mm. 31 – 44 + mm. 45 – 52 or mm. 31 – 34 + mm. 35 – 40 +
mm. 41 – 44 + 45 – 48 + 49 – 52

Interlude:

mm. 53 – 56

G Major

C:

mm. 57 – 84

G Major

C1:

mm. 57 – 68 (4 + 4 + 4)

G Major

mm. 57 – 60 + mm. 61 – 64 + mm. 65 – 68
Interlude:

mm. 69 – 72

G Major

C2:

mm. 73 – 84 (5 + 7)

G Major

mm. 73 – 77 + mm. 78 – 84
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Introduction: mm. 85 – 92 (4 + 4)

G Major

mm. 85 – 88/mm. 1 – 4 + mm. 89 – 92/mm. 5 – 8
A’:

G Major → D Major

mm. 93 – 104 (4 + 4 +4)

mm. 93 – 96/mm. 9 – 12 + mm. 97 – 100 + mm. 101 – 104
Interlude:

mm. 105 – 108

D Major

B’:

mm. 109 – 127 (5 + 6 + 4 + 4)

D Major

mm. 109 – 113 + mm. 114 – 119 + mm. 120 – 123 +
mm. 124 – 127
Interlude:

mm. 128 – 131

D Major → G Major

B”:

mm. 132 – 140 (5 + 4)

G Major

mm. 132 – 136 + mm. 137 – 140
Coda:

mm. 141 – 148 (4 + 4)

G Major

mm. 141 – 144 + mm. 145 – 148

The form of this work is largely driven by the text. Utilizing Herford’s bar
analysis the work is in an ABCA’B’B’’ form. The piece begins with an introduction that
is eight measures long (4 measures + 4 measures) where there is a passing dominant
harmony to close out the first four measures before beginning the next idea. The voices
enter in measure nine on the tonic and begin A which is eighteen measures long. It can be
broken down into one of two ways: 10 measures + 8 measures where the first section
concludes with a 4-3 suspension in the voice before giving way to a solo soprano voice in
measure 19 emphasizing the text “see the tabernacle.” The second section concludes on a
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half cadence of D Major. The alternate way the work can be broken down is 4 measures +
6 measures + 8 measures where the first section concludes the text “oh, behold” on a
tonic root position chord, the second concludes before the solo soprano voice, the third on
the half cadence in measure 26. There is an interlude of 4 measures that contains new
material.
The B section is 22 measures long and can also be deciphered in one of two
manners. The first is 14 measures + 8 measures where the end of the 14 measures
coincides with the conclusion of “and they shall be His people” on a secondary dominant
(V/V). This particular secondary dominant is not a transition to a new key although an
inflection of the dominant is implied. The conclusion of the following eight measures
coincides with the end of the text “and Himself God with them, will be their God” on the
tonic. If one were to look at the section in another manner it could be broken up thusly: 4
+ 6 + 4 + 4 + 4. The first four measures conclude on a half cadence while after six
measures there is an implied secondary dominant V/E, after the next four measures there
is a cadence on a V/V while the next four measures cadence on a VI or a V/V/V and the
last four measures of this section take the music back to the tonic key (G Major). Another
interlude of four measures is inserted between the sections.
The C section begins with an alto solo, akin to an Anglican verse anthem. This
first part of the C section is twelve measures long or 4 + 4 + 4. It matches with the
repetition of the text “will wipe away all tears.” A four measure interlude interrupts the
voices then another 12 measure section that this time is 5 + 7. The new section is not
designated as D because of the repetition of text. At the conclusion of five measures in
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measure 77 the first half of the measure is to be considered as the first part of the text
concludes “and God will wipe away all tears.” This concludes on the tonic chord with a
passing V going to IV in measure 78. The following seven measures see the most
inversions of chords contained in the work utilizing several second inversion chords m.
79 and m. 82. The section concludes on tonic.
A return to A occurs in measure 85. The proceeding 8 measures are analogous to
measures 1 – 8 that opened the work. A’ consists of 12 measures this time following a
pattern of 4 + 4 + 4. Measures 93 – 96 correspond to measures 9 – 12. The next section
begins a tonicization in the key of D. The following 4 measures cadence on the dominant
(A) while the last four cadence in the current tonic (D).
A four measure interlude leads to the B’ section that is 19 measures long: 5 + 6 +
4 + 4. The first five measure conclude after the initial statement of “and He will be
dwelling among them” where the harmony cadences on A. The next six measures become
ambiguous by the end of the section. The text pauses after “they shall be His people” but
the organ returns with an undergirding of a unison melody by playing in thirds. The
proceeding four measures cadence on tonic as Erbe ingeniously leaves the harmony
“open” (no 3rd) in the organ, but fills in the harmony with the voices singing an F-Sharp.
Finally this section concludes on the momentary tonic of D. Another four measure
interlude brings the harmony back to G major by cadencing on the previous tonal center
of D but is now transporting the music back to G.
The final section, B’’ is nine measure long and can be divided into two sections, 5
+ 4 with both concluding on the tonic. The work is rounded out by an eight measure coda
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that is analogous to measures 1 – 7 but instead of cadencing on the dominant as measure
eight does, measure 148 cadences on the tonic. The same pattern of 4 + 4 can be applied
in this situation.

CONDUCTING ISSUES

Oh, Behold is not rhythmically complex. The vocal technique and aural memory
is what makes this piece. Erbe alternates the use of organ accompaniment with the choir
and a lack of accompaniment forcing the choir to sing a cappella. The lengthiest passage
occurs from the pickup into measure 73 to the downbeat of measure 84, perhaps
reflective of the text “and God will wipe away all tears, from off their faces.”
The chorus will have to internalize the beat particularly if the half-note pulse will
be taken. The quarter rests that prevail throughout the work, such as in measures 10, 12,
and 120 will need to be practiced diligently to clear the sound and allow for a breath. A
good way to ensure success would be to place the consonant on the cutoff. Next, the
director will need to decide regarding issues with the text, such as whether or not to lift at
commas or to carry through the phrase. One such example occurs at the beginning with
the text “see the tabernacle” (mm. 13 ff). There is a comma and the text repeats. The
director will need to decide whether the text is the most important or whether the musical
line trumps all.
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MISCELLANEOUS ANTHEM
Aus tiefer Not (no opus)
Ernst Immanuel Erbe

Aus tiefer Not is a setting of the German chorale. Erbe’s manuscript, housed in
Winston-Salem, North Carolina, does not contain an opus number. The lack of both an
opus designation and date on the manuscript makes it hard to try and identify the period
in which it was written. This work is one of two chorale settings in Erbe’s oeuvre: Aus
tiefer Not which utilizes both the chorale text and tune and Aus der Tiefe which is a
chorale text set to a new tune.
The text for this setting is from Psalm 130 and is also the first stanza of the
chorale.
Aus tiefer Not schrei ich zu Dir
Herr Gott, erhör mein Rufen;
Dein’ gnädig’ Ohren ker zu mir
Und meiner Bitt sie öffnen!
Denn so du wilsst das sehen an,
Was Sünd und unrecht ist getan
Wer kann, Herr, vor dir bleiben?

From depths of woe I cry to Thee
Lord God, hear my voice;
Lord, turn a gracious ear to me
And hear my supplication;
If Thou our iniquities do see,
Our secret sins and misdeeds dark,
O who shall stand before Thee?

Ex. 34: Aus tiefer Not chorale tune
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The text when set to music is sectionalized. The work is a fughetta with each phrase
corresponding to the beginning of each stollen or abgesang from the original chorale
setting.

SOUND

Aus tiefer Not is scored for SATB chorus and string quartet (Violin I, Violin II,
Viola, Cello). A keyboard reduction has been added for rehearsal purposes. It is possible
that the keyboard functioned as basso continuo. Additionally, the work can be sung a
cappella as the instruments are utilized in a colla voce style.

HARMONY

Erbe’s setting of the chorale follows Martin Luther’s setting. It is in the Phrygian
mode. There are several plagal cadences concluding the major sections, but no
tonicization of alternate areas/keys.

MELODY
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The melody or tune was most likely written by Martin Luther (1483 – 1546) in
1524 142. Please see Example 34 for the original tune. It consists of two stollen and an
abgesang.
RHYTHM

In this work by Erbe, he stays true to the seconda prattica tradition of utilizing the
half note as the tact. He uses the quarter notes to move the piece along thus allowing for
no stagnation. He plays close attention to the text. Where words take up the complete
tact, Erbe has either utilized them at the beginning of the line of text or to highlight
certain words such as: Aus, tie (of tiefer), Rufen, Dein, mir, mein (of meiner), Denn,
sehen, kamm, and bleiben. He pauses on these words for affect to bring out their
meaning.

GROWTH

The formal structure of Aus tiefer Not is imitative. It is constructed in four
sections with the beginning of each section corresponding to the beginning of each new
section of text in the original setting of the chorale.
A = stollen, B & C = abgesang
A:
mm. 1 – 21

(9 + 12)

142

According to www.bach-cantatas.com (accessed 2 December 2012) http://www.bachcantatas.com/Texts/Chorale085-Eng3.htm
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mm. 1 – 9 + mm. 10 – 21
Measures 1 – 9 covers the initial entrances of all voices of the
chorale subject.
A’:
mm. 22 – 44 (12 + 11)
mm. 22 – 33 + mm. 34 – 44
B:
mm. 45 – 59 (15)
C:
mm. 60 – 79 (20)

Part 1:
The subject takes as its basis the first nine notes of the chorale or up to the first
rest (in some cases this may be notated with a fermata and the rest omitted). The chorale
tune and subsequent subject start on the dominant but immediately references the tonic to
establish its pitch center. Interestingly, in this fugal style, Erbe does not include a
countersubject. There are interesting patterns in mm. 6, 7, 8 where eighth notes play off
of each other in each voice. The entrances of each voice containing the subject matter are:
Tenor, Alto, Soprano, Bass. The entries occur on the dominant, tonic, dominant, and
tonic.
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Part 2:
The subject idea takes the final eight notes of the stollen to complete the entire
phrase before standard practice would repeat the seventeen notes. Again it does not
appear that a countersubject is utilized but elements of the phrase are transposed (mm.
15-21) in the upper three voices while the Bass entrance rounds out the entrances of the
subject. The entrances of the voices with the subject matter are: Tenor, Alto, Soprano,
Bass. An implied V4 2 establishes a cadential point and the conclusion of the first large
section. The entries occur on the dominant, tonic, dominant, and tonic.
Upon the repeat of the stollen the same melodic idea takes its basis for the subject. It
starts with an exact entrance, similar to the first one, but this time in the Bass, an octave
lower than previous. Following the Bass entrance is the tenor, then alto, and finally the
Soprano. There is an extended section that is built off of the theme.

Part 3:
In the abgesang which begins with the text, Denn so du willst the subject again
follows the chorale melody. The entrances are Tenor, Alto, Soprano, then Bass. The
entrances enter more quickly than previously and the next section follows almost
immediately as compared to the first two where there were either some extended sections
or a complete break. The notes are truncated, instead of the half notes, the quarter notes
are used to create a movement in the last part of the work. All parts are layered on top of
each other with Soprano, Alto, Tenor, Bass entrances with a brief reprisal of the soprano
entrance. In measures 56-59, these are perhaps the most homophonic of the work. There
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is a cadence on a G Major chord (or III/Phrygian) and a momentary silence before Part 4
begins.

Part 4:
After the complete unity of the voices at the end of Part 3, the voices are scattered
in their entrances with a long introduction by the Soprano voice stating the very last
portion of the chorale melody before the Alto voice enters. However, the Alto entrance is
a variant of the chorale melody. The tenor enters next followed by the bass. The work
ends with a final soprano statement of the chorale melody.

CONDUCTING ISSUES

The tact is the half note, thus the rhythm must be internalized at all times. The
tendency will be to rush with the singers and to slow with the instruments. The
instrumental writing is colla parte meaning that they follow the voices exactly. The
intonation of both the instruments and the singers will have to tune carefully. Singers can
have a tendency to train their ears to the well-tempered keyboards in use while string
instruments can play truer pitches.
Each voice part needs to know how the polyphonic work is composed. The
singers must sing the other entrances to help them understand where one part needs to be
brought out while another one needs to diminuendo slightly. Additionally, if one part

161

Texas Tech University, Ian B. Aipperspach, August 2013

contains moving notes while the others have static motion then the moving notes must be
brought out. The tempo of the work should be dictated by a reasonable singing tempo.
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CHAPTER SIX
CONCLUSION

Ernst Immanuel Erbe was a composer who, despite settling outside a Moravian
community, stayed true to his musical training and heritage. In an age when
composers often exploited thematic transformations, modulations to distant keys, and
extensive chromaticism, Erbe remained firmly conservative, yet still managed to forge
his own musical style reminiscent of Mozart and Haydn. His style employed variety
through chord inversions and modulations to closely related keys. Arguably, Erbe
would have been aware of the compositional practices of his contemporaries (e.g.,
Buck, Shelley, and Beach), composers who employed rich chromaticism and
modulations to distant keys. Through it all he remained steadfast in how he was
trained: a direct message of the text that was not obfuscated by musical complexity,
homophonic settings of works with limited use of imitation, and a simplicity and
directness of expression. He was satisfied in writing music that edified the Christian
believer as opposed to music that would call attention to himself.
Setting texts clearly and directly, Erbe set models for future composers and
researchers to review. Unfortunately, there is no evidence of others who might have
emulated his style, but it is possible that through this document future students of
composition and choral music might find a suitable example to use when discussing
form and style. He did not extend works for considerable length to either fill space or
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time, and he remained a product of his Moravian teaching. Erbe also contributed to the
church and the community around him as his focus remained steadfast in composing
music for the church and maintaining a private studio to supplement his income. His
Moravian ideals guided him in that he did not seek favor; if an injustice was handed to
him, he accepted it and moved on. At least from his daughter’s biographical account,
he seemed to be a humble man ready for service at any moment’s notice. True to his
Moravian evangelistic zeal, which emphasized the aspect of ministering to others,
Erbe either worked for free or for little pay. 143
Erbe is a good example of a composer who remained steadfast in the style he
was taught. Considering that his choral music was written for amateur church choirs,
his music was much more accessible than the European masters that preceded him;
that said, however, his music was not trite. Even though he would have been familiar
with the progressive styles of the Romantic period and subsequent changes, he
remained conservative and wrote music that supported the meaning of the text.
With the majority of his compositions being for the church, it is apparent he
held fast to Moravian principles where the “Moravians sang and played together in

143

Many of the churches contacted did not have any record of Erbe, thus the premise he either
worked for free or little pay. The Unitarian Society of Lincoln, Nebraska was the only church in the
Lincoln area that confirmed his presence, but they did not indicate whether or not he was paid. The
Episcopal Churches in Lincoln did not have any financial records confirming Erbe’s claim that he
served the Episcopal Church there. St. Paul Evangelical United Church of Christ in Louisville,
Kentucky could not confirm his presence leading to the thought he was not paid. In St. Louis, Trinity
Lutheran Church was contacted, but they did not have any records. Other present-day St. Louis,
Missouri United Church of Christ Churches were contacted where Erbe served and might have served,
but information was either lacking or did not return inquiries asking for information. Eden Theological
Seminary Archives assisted in providing information regarding the German Evangelical Synod of North
America and the obituary of Erbe as printed in the German language publication Das Friedensbote, but
they declined any further information due to a small staff.
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praise and glory of the Savior and for the edification of the community, not for the
enjoyment or entertainment of visitors. Never was the music to be allowed to steal the
worshipers’ attention away from the proper object of worship, the Savior.” 144 The
Romantic era of music emphasized more personal expression than expression for the
common good and edification of the Christian believer. Personal expression was not
compatible with the Moravians’ communal ideas. According to Knouse, “extended
melodies, experimentation with harmony and rhythm, and the extremes of length and
musical forces of romantic compositions certainly placed a strain on the Moravians’
preference for balance and symmetry.” 145 Erbe’s goal was to provide the best music
he could for Christian worship whether it was for the Moravian churches in Germany
or the churches he served in the United States. He may have even been showing
homage to other composers by emulating their style.
Erbe’s music is a study in how to write quality compositions in miniature form
by following strict rules, including writing in one or two closely related keys without
an extended use of secondary dominants to modulate from one key to another. Instead,
he utilizes chord inversions to create variety within the music. Church musicians may
consider utilizing his works in worship given their accessibility for traditional church
settings (i.e., one that incorporates choir, organ, and the occasional use of
instruments). Erbe wrote one work which contained a string quartet and another which

144

Nola Reed Knouse, “Moravian Music: Questions of Identity and Purpose,” in The Music of
the Moravian Church in America, ed. Nola Reed Knouse (Rochester, NY: University of Rochester
Press, 2008), 254.
145

Ibid., 256.
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includes a solo violin. Erbe did allow for alternate accompaniments, as he wrote
“keyboard” instead of “organ” on several works.
A student of music theory, he also wrote a treatise in English, French, and
German. Most likely, the practice of writing such a work was probably an exercise for
him to write music, emulate the styles of other composers, a challenge to write strictly
and concisely, and a way for him to communicate his thoughts of how music should
be crafted. His one polyphonic composition, a Kyrie, is a strict fugue. He does not
elaborate on the fugue subject after the completion of the exposition.
Studying Erbe, helps to answer the question of why he should be studied
studied, remembered, and honored for the future. Erbe’s compositional style provides
a snapshot in time, reflecting current cultural and liturgical trends dominant in his
service to the church and community. In an era where some church musicians and
composers, such as Dudley Buck, Amy Beach, and Harry Rowe Shelley were the chief
musicians, others toiled in relative anonymity. Erbe deserves to be brought to the
forefront to introduce the community of musicians to a gentleman who crafted quality
compositions. His practice perhaps represents what the rest of America may have been
singing in its churches instead of the high profile material as written by the
aforementioned composers. Erbe’s music also represents a continuation of Moravian
practices and principles of high quality craftsmanship without promotion. Given the
chance, Erbe’s music may have been quite popular in the early Twentieth Century and
beyond in America, but hopefully through this document and the transcription of his
choral anthems, he can gain the notoriety that he richly deserves.
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This project helped fill a void in the understanding of Erbe, both as a man and
as a composer. His compositional style and practice reveal his significance to the
Moravian Church and the German Evangelical Synod and can enable future
researchers to pursue further musical studies of these protestant denominations. The
research, however, raised further questions regarding him and his role in twentieth
century American choral music. The role of the German Evangelical Synod of North
America within American protestant traditions is an idea that needs further attention;
its subsequent mergers with the Reformed Church and later the United Church of
Christ is also lacking in primary resources. Musical traditions throughout these
branches of the protestant church have not been adequately researched. Primary
resources from the era of the German Evangelical Synod are few, most likely due to
mergers, misplacement of files, a lack of information, closed churches, and archives
with small staffs.
In addition, more research in Herrnhut, Niesky, and Ebersdorf would help
identify Erbe’s teachers and those associated with him during his school years. An
early search of archives in Germany revealed liturgical settings on existing hymn
tunes utilized by Erbe in his churches in Kleinwelka and Ebersdorf. However, recent
research at the archives in Herrnhut, Kleinwelka, and Ebersdorf disclosed an
additional collection of motets as well as Erbe acting as a copyist of other composers’
music. 146 Given the scope of this document, (compositions of Erbe found at the

146

The research was gleaned through a RISM search examining what congregations held
copies of Mendelssohn’s Paulus.
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Moravian Music Foundation that were completed in America and not of German
origin), these rediscovered motets would be of particular interest for a subsequent
study and would assist in better understanding Erbe’s compositional style. In addition,
it is possible that other works of Erbe are held in private collections or archived at
other locations that are not currently represented in RISM or other databases.
Further research concerning Erbe’s connection to the musical arts scene in St.
Louis is warranted. To date, no research has revealed that he may have been involved
in other events aside from serving churches, keeping a private studio, and working as a
bookkeeper for Eden Publishing House. Even though little evidence supports any
involvement in the arts scene, Erbe was most certainly aware of an Amy Beach
concert in 1917 and the World’s Fair in 1904 – an event that brought notable
composers, choral musicians, and organists such as Clarence Dickinson, Harry Rowe
Shelley, and Alexandre Guilmant to the spectacle. 147 Also included at the Fair were
performances of Handel’s Messiah, Haydn’s Creation, Elgar’s Caractacus,
Mendelssohn’s Elijah, Gounod’s Gallia, and Paine’s Hymn of the West.” 148 Erbe may
have been present at such presentations either as a spectator or as a musician in the
orchestra or as a singer in one of the ensembles. Additional research is also warranted
regarding the overall arts scene in St. Louis as researchers have focused on the ragtime
scene popular in St. Louis at the turn of the twentieth century.

147

“World’s Fair Bulletin,” May 1904, 54.

148

“The Music” in Louisiana Purchase Exposition. 196.

168

Texas Tech University, Ian B. Aipperspach, August 2013

Additional research comparing compositional styles among Erbe’s
contemporaries in St. Louis and the surrounding region would further our
understanding of Erbe’s compositional style. Such a project would not only illuminate
scholars but the active choral conductor to what literature is available beyond the
names already mentioned. It would aid in developing an assessment of American
choral music in the early twentieth century because scholarship in and of American
choral music of the late nineteenth century and early twentieth century is genuinely
lacking in its scope and depth. Perhaps the lens of history has not provided enough
time to pass; hopefully, music scholars will recognize the need to examine composers
and their influences on later twentieth-century musicians and artists.
Studies of the nineteenth century have focused on advancements in music
education, as evidenced by the contributions of Lowell Mason and William Bradbury,
the Civil War, the development of civic choruses and community organizations such
as The Handel and Haydn Society in Boston, the Chicago Symphony Chorus, and the
St. Louis Choral Society, as well as the development of the African-American
Spiritual. Perhaps the limitation stems from a church issue, where “hymnal compilers
[of the early nineteenth century] were not interested in the finer points of
compositions; rather they were committed to producing music that could be easily
learned and sung by folks with limited musical education.” 149

149

Nick Strimple, Choral Music in the Nineteenth Century (New York: Amadeus Press, 2008),

195.
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Gradually, the focus of compositions and the craft of music in the late
nineteenth century and early twentieth century became more Eurocentric, with
composers, like Erbe, immigrating to the United States and forging their own
compositional style. Were American composers in this era writing in styles at the
levels of Richard Wagner, Hector Berlioz, and Johannes Brahms? One could argue the
question either way with examples by Edward MacDowell and Amy Beach or by Erbe
and Shelley. Another answer to the question is evidenced by the quality of
compositions of lesser known composers as contained in archives such as the
Moravian Music Foundation, where treasure troves of American composers who have
been long forgotten. According to scholar Nick Strimple,
American choral music, which had begun the century in the
humble attire of an itinerant singing master, had gained considerable
renown by century’s end. Through the efforts of Lowell Mason and
others, vocal and other music was firmly established in public schools
along the eastern seaboard, and most churches, even in rural western
communities, had choirs or solo quartets. 150
Granted the focus may have been more on the untrained singer, but work was
continuing and further research is needed regarding such compositions in America.
The large amount of twentieth-century scholarship concerns post-1945
composers: Gian-Carlo Menotti, Aaron Copland, Leonard Bernstein, Randall
Thompson, Moses Hogan, and Eric Whitacre. Although scholars have addressed to
some degree the works of Amy Beach, Dudley Buck, and Edward MacDowell, many

150
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quality compositions by lesser-known composers have yet to be examined seriously by
music historians.
Is it possible Erbe’s brand of compositional style influenced a generation? The
answer is not expressly answered. Evidence shows he did have a studio where he
taught piano and strings to young people. Nothing in the Erbe files at the Moravian
Music Foundation suggests he taught composition to his students, although he
probably did teach music theory fundamentals in private lessons. This is evidenced by
his completion of a music theory treatise and the presentation of it to several
publishers. He also corresponded with an uncle in Germany regarding music theory
trends. If he did teach his students composition or instrumental studies, the question
arises whether or not there are descendants or disciples of Ernst Erbe and his
compositional style. Such a project requires more research than the scope of this
document. However, the premise is that Erbe’s music probably did not exit the walls
of the church or studio.
Finally, Erbe’s lack of dating his compositions has been problematic, as he
designated the English anthem, Oh, Behold, Opus 1 while a grouping of a cappella
German motets are designated as Opus 8. It is possible that the German motets were
written during his tenure in Europe, thus they should have an opus number less than
eight, but the premise of this document is that the compositions examined and
included in the appendix are of American origin (although no documentation from
Herrnhut or Ebersdorf corroborates the premise that the German motets were
composed while in Europe). This means that Erbe gave opus numbers to his
171
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compositions as he saw fit. Perhaps additional research focusing on paper studies and
paleography will help determine the origin and approximate date of Erbe’s
compositions.
In the twenty-first century, an age of technological advancement and marvel,
the ability to share Erbe’s compositions via online databases has made it simple for
scholars to access music, manuscripts, and other ephemera of various composers. The
quality of Erbe’s compositions is a significant step in understanding what potentially
exists for future generations of research. Nola Knouse in her article, “Moravian
Music” writes:
[A]t the beginning of the twenty-first century, many scholars in
America are coming to a new appreciation of the true merits of the
music of the Moravians by seeking to understand this music within its
intended context…[t]he student of the music of the Moravians is an
explorer in uncharted territory. Research in Moravian archives leads
down fascinating paths to finds of great importance in the musical and
cultural history of many locales. Many trails have not yet been
traveled. This book has begun to draw the broad outlines of the
worldwide map of Moravian music and to fill in the details in a few
spots, but most of the map remains blank. 151

151
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Hopefully, this research will help to fill a void concerning nineteenth and
twentieth century American choral practices and introduce a composer who certainly
deserves recognition.
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APPENDIX A
RECORDS IN EBERSDORF, GERMANY 152

Ex. 35: Membership Notes in the Church Records of Ebersdorf
German:
Ernst Immanuel Erbe wurde am 30. Dezember 1854 in Bern geboren. Bemerkung rechts
im Bild: Zog mit seinen Eltern Juni 1865 von Königsfeld hierher.
English Translation:
Ernst Immanuel Erbe was born in Bern on Dec. 30, 1854.
Remark on the right of the image: Moved here from Koenigsfeld with his parents in June
1865.
Parents are listed as Carl Immanuel and Marie Louise Erbe

Example 36: Erbe Family Records as contained in Ebersdorf
152

Appendix A exhibits the records found in Ebersdorf, Germany where Erbe served the Moravian
Church. These were gleaned through emails with the archivist of the Moravian Church, Heinz-Dieter
Fiedler. Each example is followed by the German description, then the English translation.
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German:
Sein Vater war Carl Immanuel Erbe, geboren am 6. Juni 1801 in Schmalkalden, seine
Mutter Marie Louise Erbe, geb. Weiss. (Bild2) Im Bild2 sind 4 Kinder aufgeführt: Ernst
Immanuel, geb. 1.Febr.1855(sic!) in Bern, Adolf Immanuel, geb. 1858 in Bern, William
Immanuel, geb. 1862 in Bern, Theodor Immanuel, geb. 1865 in Königsfeld.
English Translation:
His father was Carl Immanuel Erbe. He was born June 6, 1801 in Schmalkalden. Ernst’s
mother was Marie Louise Erbe, born as Marie Louise Weiss. Four children are listed:
Ernst Immanuel born Feb. 1, 1855 in Bern, Adolf Immanuel born 1858 in Bern, William
Immanuel born 1862 in Bern, and Theodor Immanuel born 1865 in Koenigsfeld.

The following was neither sent as a document or an image, but was gleaned from records
of the church in Ebersdorf:
German:
In Ebersdorf wurden weitere Kinder geboren. Ein totgeborenes Kind starb 1866, der 1869
geborene Paul Immanuel Erbe starb 1870. Beide sind in Ebersdorf begraben.
Carl Immanuel Erbe starb am 11.3.1873 in Ebersdorf und ist ebenfalls in Ebersdorf
begraben. Einen Lebenslauf gibt es leider nicht.
(Wo die Mutter begraben wurde, weiß ich nicht.)
Ernst Immanuel Erbe kam 1884 als Organist nach Ebersdorf.
English Translation:
Additional children were born in Ebersdorf. A stillborn child in 1866 and Paul Immanuel
Erbe who was born in 1869, died in 1870. Both are buried in Ebersdorf.
Carl Immanuel Erbe died on March 11, 1873 and is also buried in Ebersdorf. Sadly a
biography is not available.
(I do not know where the mother is buried.)
In 1884, Ernst Immanuel Erbe came to Ebersdorf as an organist.
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Ex. 37: Log of the Elder Conference from March 31, 1884
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German:
Protokoll der Ältestenkonferenz vom 31. März 1884:
5. Da Br. Sponar zu Ostern wieder von hier fortzieht, so daß wir wieder keinen
Organisten haben, und Br. Kunz in Hhut [Herrnhut] den ledigen Br. Ernst Erbe als
Organisten empfiehlt und dieser sehr bereit ist, hier anzutreten, so wollen wir ihn
kommen lassen, um mit ihm einen Versuch zu machen.
English Translation
Log of the elder conference from March 31, 1884:
5. Since Brother Sponar will be moving away from here on Easter, and we will be
without an organist again, Brother Kunz in Hhut (Herrnhut) is recommending the single
Brother Ernst Erbe as an organist. He (Erbe) is very willing to take the position, so we
shall let him come and let him try.
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Ex.38: Diary of the Single Brothers at Ebersdorf, 1884
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German:
Im Diarium der ledigen Brüder (Bild4) ist vermerkt als Personal-Veränderung Ende 1884
unter b) Zunahme: Erbe, Ernst Immanuel von Kleinwelke
The diaries of the single brothers makes note of a personnel change at the end of 1884
under the b) addition of Erbe, Ernst Immanuel von Kleinwelke.
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Ex. 39: Protocol of the Elder Conference, May 1889
German:
Protokolle der Ältesten Conferenz vom Mai 1889:
Zur Sprache kommt der betrübende Fall, daß im Lauf des vorigen Jahres zwischen dem
ledigen Bruder E. Erbe und der verheirateten Schwester Bissing ein unsittliches
Verhältnis stattgefunden hat, welches jetzt erst so ans Tageslicht kommt, dass von Seiten
der Conferenz ein Einschreiten möglich und geboten ist. Da die Sache aber noch nicht
völlig klar liegt, wird eine Entscheidung diesmal noch nicht getroffen.
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English Translation:
Protocol of the elder conference May 1889 (top of page)
Up for discussion is the sad case that has taken place during the course of the last year.
During this time, the single Brother E. Erbe and the married Sister Bissing engaged in an
immoral affair with each other. This has only recently been revealed so that intervention
by members of the conference is now both possible and demanded. However, since the
matter is not yet fully clear, a decision will not be reached at this time.
Protocol of the elder conference May 31, 1889 (bottom)
Present were the Brothers of the Conference.
In regard to the preciously noted offense under Protocol No. 7, between Brother E. Erbe
and Sister Bissing, new evidence has been found through the confession of Sister Bissing.
It is with certainty that adultery has been committed. Therefore, the conference feels
forced according to regulations in the Synodal regulations, to exclude the involved parties
from the evening supper and will seek the consent of the leading collegiate to do so. In
the following evening, the community will be notified of the decision.
Brother E. Erbe made a statement that he is not willing to comply with church laws and
because of that will willingly separate himself from the community. He will depart from
Ebersdorf next Sunday.

Ex. 40: Continuation of the minutes of the Elder Conference
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German:
Conferenz spricht wie über die ganze vorliegende schwere Versündigung, so auch
besonders über die unbußfertige Gesinnung und Handlungsweise des Br. Erbe seine tiebe
Betrübnis aus.
English Translation:
The conference discussed the severe sin and is saddened, especially by the nonconfessing behavior of Brother E. Erbe and the way he is handling the situation.
The following was neither sent as a document or an image, but was gleaned from the
records of the Single Brothers of the Moravian Church in Ebersdorf:
Im Diarium der ledigen Brüder ist vermerkt, dass Erbe zunächst nach Gera und dann zu
seinem Bruder in Amerika ging.
Nach einigen Wochen schrieb Erbe einen Brief an die Gemeine und bat, seine Trennung
von der Gemeine als nicht geschehen zu betrachten.
In the diaries of the single brothers is noted, that Erbe initially went to Gera and then to
his brother in America.
After several weeks, Erbe wrote a letter to the community asking that his separation from
the community be viewed as having never occurred.

186

Texas Tech University, Ian B. Aipperspach, August 2013

Ex. 41: Records from the Elder Conference in Ebersdorf regarding Erbe’s situation

German:
Im Protokoll steht darüber: E.Erbe, zur Zeit in Lincoln in Amerika, bittet, seine Trennung
von der Gemeine - siehe Pag. 37., 7. u.1 u.2.- als nicht geschehen anzusehen, sondern ihn
als ein vom Abendmahl ausgeschlossenes Mitglied unserer Gemeine zu betrachten.
Conferenz ist der Meinung, dass ein so klar ausgesprochener Entschluss (seinerseits) von
ihr nicht einfach ignoriert werden könne, sondern es sei in einem solchen Fall eine
ordnungsgemäße Wiederaufnahme notwendig. Da aber Erbe sich in Amerika aufhält, sei
eine solche Aufnahme in unsere hiesige Gemeine nicht angebracht, derselbe möge sich
vielmehr bei einer unserer amerikanischen Gemeinen zum Anschluß melden. - Conferenz
wolle dann seine Aufnahme beführworten unter der Bedingung, daß Erbe ihr einen
begründeten Beweis seiner Sinnesänderung gibt durch offene Mitteilung darüber, ob er in
dem betreffenden Fall seines Vergehens sich mit der Familie Bissing durch Geld
abgefunden habe. Letzteres zu wissen ist für Conferenz von Wichtigkeit für Beurteilung
des ganzen Falles für die Behandlung jener Familie.
English translation:
In regards to this, the Protocol states:
E. Erbe, currently in Lincoln in America, is asking for the separation from the community
to be viewed as having never occurred, but rather have him be viewed as a member of the
community who was excluded from the evening supper. Conference believes that such a
clear decision (on its part) cannot simply be ignored, but rather an orderly revision is
necessary for such a case. However, since Erbe is residing in America, such a request is
inappropriate for our local community to consider. The same person (Erbe) may rather
contact our American community.
The conference will advocate such a request under the conditions that Erbe supplies a
well-founded argument to prove his change of mind in a public message to say if he
compensated Familie Bissing for his offense. The latter is of importance to the
conference in order to evaluate the entire case for the further treatment of the affected
family. 153

153

If Erbe did not publicly admit he acted improperly and that he does not compensate the family
for his misdeeds, his request will not be supported.
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Ex. 42: Membership Records of the Bissing Family of the Moravian Church in Ebersdorf.
German:
Die verheiratete Schwester, mit der Erbe ein unsittliches Verhältnis hatte, heißt Henriette
Wilhelmine Bissing. Bild8 zeigt einen Auszug aus einem Mitglieder-Katalog der
Gemeine. Henriette Bissing ist am 30. Januar 1844 geboren. Sie war die dritte Frau von
Ernst Bissing (1823 geboren). Bissings erste und zweite Frau sind1868 bzw. 1874
gestorben. Bissing und Henriette haben 1875 geheiratet. Die Familie hatte 7 Kinder. Drei
davon hat Henriette geboren.
The married sister, with whom Erbe had an immoral affair, is Henriette Willhelmine
Blessing. The above scan shows an excerpt out of a member catalog of the community.
Henriette Bissing was born Jan 30, 1844. She was the third wife of Ernst Bissing (born
1823). Bissing’s first and second wives died in 1868 and 1874. Bissing and Henriette
were married in 1875. The family had 7 children. Henriette gave birth to 3 of them.
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Ex. 43: Chorale Book of the Moravian Church for Piano, Harmonium or House Organ
by Ernst Immanuel Erbe, Organist of the Moravian Church in Ebersdorf. 154

154

No date was given as to the publication of the Choralbuch.
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Ex. 44: Letters from Ernst Immanuel Erbe to the church in Ebersdorf from the city of
Gera, where he was staying before embarking to leave for the United States of America.
German:
Lieber Br. Baer!
Ich habe eine große Bitte an Dich. Wolltest Du wohl so freundlich sein und mir
folgenden Schein ausstellen:

191

Texas Tech University, Ian B. Aipperspach, August 2013

Dem Herrn Ernst Immanuel Erbe, bisher Organist hierselbst, welcher im Begriff steht
nach Newyork abzureisen, wird hiermit bescheinigt, daß er am 30. Dec. 1889 in Bern
geboren und militärfrei ist.
Ebersdorf den Der Gemeindevorsteher
Wolltest Du gütigst diesen Schein adressieren an: Herrn E.I. Erbe, z. adr. HamburgAmerikanische Paketfahrt-Aktien-Gesellschaft, Hamburg, Deichstraße 7.
Mein Geburts u. Aussmusterungsschein sind leider im Gepäck versteckt, und es ist
fraglich, ob ich dasselbe in Hamburg aufmachen kann. Darum wäre es mir ein großer
Gefallen wenn Du mir obigen Schein senden wolltest. Hier reise ich heut Abend ab, da
man 36 Stunden vor der Abfahrt des Schiffes (dasselbe geht Sonntag früh in Hamburg ab
und heißt Hammonia) in Hamburg sein muß.
Militärfreiheits-Zeugnis ist bei meinem Alter zwar unnötig, aber das Alter muss ich
wenigstens feststellen können.
Herzl. Dank im Voraus!
Dein E. I. Erbe
Gera, Heinrichstr. 1,
den 12. Juni 1889.
P.S. Ich will nach Amerika als Musiklehrer. Hier in Deutschland frägt man immer nach
"Konservatorium", dort nicht.
English Translation:
Dear Brother Baer!
I have a great favor to ask of you. Could you be so kind and issue me a certificate stating
the following:
Sir Ernst Immanuel Erbe, until now an organist, who intends to depart to New York, is
hereby certified that he was born in Bern on Dec. 30, 1889 and is exempt from military
service.
Ebersdorf, Head of Community (to be signed by the Head of the Community)
Would you kindly address this certificate to: Sir E.I. Erbe, to address Hamburg-American
Paketfahrt-Aktient-Gesellschaft, Hamburg, Deichstrasse 7.
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Unfortunately, my birth and military exemption certificates are hidden away in my
luggage and it is questionable whether I will be able to open the same in Hamburg.
Therefore, it would be a tremendous favor if you could send me a certificate with the
above statement certified. I leave here this evening, since I must be in Hamburg for 36
hours before the ship departs. (It is named Hammonia and leaves Hamburg on Sunday
morning).
The military exemption certificate is unnecessary at my age, but I must at least be able to
prove my age!
Thank you in advance!
Your E.I. Erbe
Gera, Heinrichstr. 1
June 12, 1889
P.S.: I want to go to America to be a music teacher. Here everyone asks about “music
conservatories”, not there though.
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Ex. 45: Grave of Carl Erbe in Ebersdorf, Germany.
Carl was the father of Ernst Immanuel Erbe
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APPENDIX B
ADDITIONAL RECORDS AND DOCUMENTS

Erbe Biography As Recorded in: The Story of Our Hymns: The Handbook to the Hymnal
of the Evangelical and Reformed Church by Armin Haeussler.
Ernst Immanuel Erbe, organist, composer, linguist, and accountant was born Dec. 30,
1854, in Bern, Switzerland, whither his father, Pastor Carl Immanuel Erbe, had been sent
by the Moravian Church (Bruedergeminde). The Erbe family history has been traced
back to 1600, the records revealing that it was always a very religious and musical
family. Pastor Erbe of Bern was a musician who ventured into the field of composition,
while Theodore Erbe, a brother of this clergyman, was an organist of some reputation in
Saxony. Educated largely at Herrnhut, Saxony, Ernst I. Erbe began to play as a substitute
organist when only nine, becoming a regular organist at the age of fourteen. His ability as
a composer came to light in his seventeenth year when, in a competition conducted by the
violinist Joachim in Berlin, Erbe’s work was returned to him with the comment that the
school had asked for compositions by students, not by teachers. His interest in harmony
and counterpoint was whetted by his intensive study of Bach’s works. Later in life Erbe
wrote a harmony in English, French, and German, but unfortunately no published felt like
assuming the risk involved in publishing such an unusual book. When he was 35, he
came to America, whither a brother had gone a few years earlier. Settling at first in
Lincoln, Neb., his first position as an organist was with an Episcopal church in that city.
While rehearsing Mendelssohn’s “Lift Thine Eyes” from Elijah at the Evangelical Synod
Church, he met three sisters, one of whom, Miss Marie Schiffer, he married on April 8,
1890. He was in charge of the music in an Evangelical Synod church in Louisville, Ky.,
for a brief period, then moved to St. Louis, where he served as organist and choir director
successively at St. Andrew’s, Trinity, and Nazareth churches of the Evangelical Synod.
Because of the poor salaries paid to church musicians, he was compelled to round out his
income from another source, namely, as a bookkeeper at Eden Publishing House. His
daughter, Miss Louise Erbe, has given us this illuminating side-light on his character:
“Always motivated more by the missionary ideal of the Moravians than by the thought of
personal gain or prestige, he took his misfortunes with a quiet, philosophical fortitude. In
this spirit he accepted partial deafness in his later years, and in the same spirit he
accepted injustices experienced by him in his earlier years.” Gradually it became known
that this humble man could read his Greek New Testament, his Hebrew Old Testament,
and his German, French, and English Bibles with equal facility. One of his friends was
the late Pastor F. W. Herzberger, Lutheran institutional missionar (Missouri Synod), St.
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Louis, for whose cantata, The Passover, Erbe wrote the music. This cantata was
published by Concordia Publishing House and was first sung at Trinity Lutheran Church,
St. Louis. Other compositions included six anthems; a cantata based on Psalm 97, as well
as a third cantata; also a number of piece for piano and violin. Erbe died in St. Louis on
Mar. 6, 1927; four daughters survived him.
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BIRTH RECORD

Ex. 46: Birth Record of Karl Heinrich Wilhelm Erbe in Louisville, KY, helping to
establish proof of residency for the Erbe family for a brief period in KY. 155
English:
A.D. 1898, September 2, a son was born to Ernst Immanuel Erbe and his wife Maria,
maiden name Schiffer. On Oct. 30, their son received the name Karl Heinrich Wilhem
during holy baptism.

155

From the church records of Bethel-St. Paul United Church of Christ in Louisville, KY.
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CENSUS RECORDS

Ex. 47: 1900 St. Louis, Missouri Census
establishing proof of Erbe’s residency in St. Louis, Missouri. 156

156

"United States Census, 1900," index and images, FamilySearch
(https://familysearch.org/pal:/MM9.1.1/M381-Z47 : accessed 10 Apr 2013), Ernst E Erbe, 1900.
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Ex. 48: 1910 St. Louis, Missouri Census
establishing proof of Erbe’s residency in St. Louis, Missouri. 157

157

Ancestry.com. 1910 United States Federal Census [database online]. Provo, UT, USA:
Ancestry.com Operations Inc, 2006. (http://search.ancestry.com/cgi-bin/sse.dll?
h=14951506&db=1910USCenIndex&indiv=try: accessed 10 April 2013), Ernst J Erbe, 1910.
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Ex. 49: 1920 St. Louis, Missouri Census
establishing proof of Erbe’s residency in St. Louis, Missouri. 158

158

Ancestry.com. 1920 United States Federal Census [database online]. Provo, UT, USA:
Ancestry.com Operations Inc, 2010. (http://search.ancestry.com/cgi-bin/sse.dll?
h=45380183&db=1920usfedcen&indiv=try: accessed 10 April 2013), Ernest Erbe, 1920.
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DEATH RECORDS

Ex.50: Ernst Erbe Death Certificate 159

159

Erbe death certificate received from Scott Holl, archivist at Eden Theological Seminary.
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Ex. 51: Marie Erbe Death Certificate 160

160

Mrs. Marie Erbe, wife of Ernst Erbe. Certificate retrieved from Missouri Digital Heritage.
(http://www.sos.mo.gov/archives/resources/deathcertificates/Results.asp?type=basic&tLName=Erbe&tFtF
Na=Marie&sCounty=all&tYear=1932#null: accessed 27 October 2011), Marie Erbe.
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OBITUARY

Ex. 52: Obituary as printed in Das Friedensbote
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English Translation of the German Obituary
In Memory of the Author of our Choral Book
The sun is sinking. – Does age force you to rest?
Drifts you off to sleep after the burden of long years.
The tired head in muffled stillness?
The hands are at rest. – But listen, is that not a knock at the door?
With ghostly steps it lightly ascends.
Death as a friend with green palm branches.
With this feeling, we put a man to rest on March 8, whose name is worth being kept in
remembrance and alive in our Protestant church. Ernst Immanuel Erbe, well known to us
as the author of our Protestant choral book, which carries his name. He was a quiet man
who withdrew from crowds. He lived his music. Johannes Sebastian Bach was his
mentor, and he understood him in a way few other of our time were able to. This kind of
music was his life and he built himself up with it. For years, he was employed at our
publishing house, but this work did not give him the inner fulfillment he was searching
for. He held the organist position at various churches. He also composed organ and choral
music and gave music lessons on the side.
Grown out of the Brethren community, in which his father was a preacher, he was and
remains a deeply Bible oriented Christian. His Greek New Testament seems to be the
most loaned book from his library. For years, his hearing impairment turned the last part
of his life into a painful burden; only his unshakable belief kept him alive to the very end.
At peace with his soul, he was unexpectedly called from life on the morning of March 6,
after he reached the age of 72 years in despite of his bodily weakness. He was mourned
by his lovely wife Mrs. Marie Erbe, born Schiffer, and four daughters Mrs. Emma Jane
Bedmann, Miss Elizabeth, Dorothea, and Louise.
As quiet as his life was, he wished for no funeral. His body awaits the resurrection in
light at the new St. Paul’s Cemetery, St. Louis, MO.
And hear you bells and songs,
As if I’m forever dead.
Then believe, we will meet again
At dawn.
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Ex. 53: Grave marker of Ernst Immanuel Erbe,
St. Paul Churchyard, Afton, Missouri
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SHIP MANIFEST

Ex. 54: Hamburg Passenger List, proof of Erbe’s transport to America in 1889 161

161

Ancestry.com
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