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ABSTRACT

THE HEART AND MINDOFARNOLD SCHOENBER®GCR®FUNDI S0 OP
50B

Mary-Hannah KlontzDMA
George Mason Universitg015

DissertatiorDirector: Dr.Stan Engebretson

This research provides a guide to understanding, prepand performing Arnold
Schoenber gds |,dxe Rroo{psahedBeyddp. 8QBwithin the

context of the Hebrew chant that inspiredndSc hoenber gés ot her r el
sketches, archival correspondence, and interviews with conduttazoretical and

contextual analysis reveals significant discoveries relevant to an informed and accurate
performance of the workD e P r o &mbadiksS s & 0 e nrbatreandreost

flexible twelve-tonewriting atthe peakof his spiritualdevelopmentOp. 50B is a seria
Cappellacomposition scored for sigart mixed chorus with great rhythmic and melodic
independence in the vocal lines, including soprano and baritone solos and choral

Sprechstmm@A composer 6s final o psthghests general ly

2Al'l references to fiDe Profundiso will be to Sch
SASprechgesang, Sprechstimm&he Oxford Dictionary of Musj@nd ed. revOxford Music
Online Oxford University Press,
http://major.oxfordmusiconline.com.mutex.gmu.edu/subscriber/article/opr/t237/é8tEsedreb.23,



achievementy et Op. 50, and i nohgsaecetvadcelativelylittlen De P r o
attention from music theorists or perform&mhile this research includes the traditional

study of the composer and the score, there is also focus anadigearning through

digital media and a symbolic i sunigue pretatio
opportunities to engage the performer and audience. Through these efforts, others may be
encouraged to hear and perform this beautiful work and t@exgiis unique method of

rehearsing.

2015. Sprechstimmés the vocal line that indicates a type of spoken s8pgechgesantefers to the vocal
technique required to perforin Interestingly,fiDe Profundi®8i n Ber nst ei ndés Mass al so
SprechstimmeSprechstimmes used in other choral works by SchoenbargludingGurrelieder, Moses
und Aron, Die JakobsleiteandDie gliicklicheHand
“4Nick Strimple,Choral Music in the Wentieth Century(Pompton Plains: Amadeus Press, 2012),
26. Strimple makes only a mention of Opus 50rago0 of fit he ot her choral works.



CHAPTER I: HISTORY OF THE COMPO SER AND INFLUENCES ON THE
WORK

A. Introduction
Schoenber g c¢omp oGpesdB vitiblth Rearbafdind. Hle s 0

denied criticism of his twelveone music as purely cerebral arrdyaded examples of
inspired mel odies in hi s®°Sehsenlmeny asseiitddéhatr t an d
inspiration and work were required for composing both counterpoint (effortful) and
melody (spontaneou$)e disliked being categorized:
| am not ashaed when people call me a romanticist. If making music is not
romantic, what el se can it be? A chil dbo
mathematician. My mind, however, is inclined rather toward geometric concepts.
| hate all these classificatis. They stem from people who cannot listen unbiased
to music and consequently from a total failure to understand what a composer

wants to say.

All I want to do is to express my thoughts and get the most possible content in the
|l east possiddmpoeyarcedkkaddndat write from t

produce good musicé.|l have never had a
in my heartand what finally comes on paper is what first coursed through every
fibre of my body?

SArnold Schoenber g, fiHé= and Hirn &0 dedd MUBik) a Btye anchldeMu s i ¢
53-76.

8lbid., 67.

’Arnold SchoenberdgArnold Schoenberg Seffortrait, ed. Nuria Schoenberg Nono, (Pacific
Palisades: Belmont Music Publishers, 1988), 115. Letter to James Fassett, 1949, Los Angeles.

8Dorothy Lamb CrawfordA Wi ndf al |l of Musi c BExdasi SoutHddérnt | er 6 s £ m
California, (New Haven: Yale University Press, 2009), 105.



Accordingtotheinserpt i on on Schoe&henagdgeplg f i nal
connected emotionally and intellectually

dedication under the opening mezaprano part

( [0;/,7,/ /Zh/‘ 7;1,14 //Mﬁ/ 4&// f/z—, /,,/414 5
E / - IS
///////uz/ Aeart — /(W/&L/// |

Figurel: I nscription omBO0slet Al nfood FBRh@lehpEer g Center, MS55

Criteria for my evaluation of you:
All my heartfor you,
All my brainsfor both of us.
Dein,[Yourg
Arnold

The dedication was not included in the manuscript itself and therefore seems to
have beenfoa personal nature. Other notes in the sketches, including a series of

mathematical equations and an alternate toneamsvequally intriguing® Significantly,

9 Arnold Schonbergenter- Information,i Ar c-BatalogMu s i SketéhesMS55_702.jpg
Psalm 130http://www.schoenberg.atompositions/allewerke.php (Accessed Mar. 28, 2014).

10stuckenschmidt, 500.oward the end of his life, Schoenberg gave away his copies of treasured
booksto friendsHe gave a copy o The Mahereatichl B&is of thé AttsHhHy er 6 s
Stuckenschidt.

S |

t


http://www.schoenberg.at/

the first sketches for this work were todaineaning the inscription was placed under the
exposition of the twelvaone row after abandoning the tonal sketches. Schoenberg

considered composition his sacred missfom, duty of t}lecoripesingest hoo
A De Pr olfeplacdd his lasb completed twebame offering on the altar.

Examininghe structure of @ADe Profundiso res
kaleidoscopé? Dimitri Tymoczko™® measured how fast pitch class sets change in
numerous works of different @eirKiagesstickend di s
[Three Piano PiecesDp 11, Nol,and John Coltraneds solo in
nearly identical rate of change. With each shift of focus, a new picture emerges from the
original shapes and coldrshut at all times there is a sense of organic development of the
musical idea.

For Schoaberg, only an informed listenesas capable of perceiving the musical
idea as being worked out in a compositiDarstellung or portrayal, is the act of the
composer presenting his interpretation of the idea to the listener. The tonal problem and

its eventual resolution are the musical idea, whereas the actual process the composer uses

to portray, elaborate, vary, develop, and eventually solve the tonal problem is the

IMar k Shapiro, iHevTaal Sketthdde PkbfursdisicThe Choral Journal
vol. 45,n0.4 (November 2004), American Choral Directors Association, 26.
http://lwww.jstor.org/stable/2355525accessed March 15, 2015).

2Arnold Schoenbergi On  Re v i e nt Stflecandjldeald9s , 0 i n

BiArnol d SEihoogrnabpehryy, 6 Mil l i ken Archive of Jewish
http://www.milkenarchive.org/people/view/all/579/Arnold+Schoenlaogessed June 15, 2015).
HStuckenschmidt, 48®tuckenschmidt referredt t he grouping of ideas in

tone music as figures in a kaleidoscope.

5Dimitri Tymoczko,A Geometry of Music: Harmony and Counterpoint in the Extended Common
Practice(New York: Oxford University Press, 2011), Google Play, 29iusic vdeo by Michal Levy
brings the changes in fiGiant Stepso to |light graphi
(accessed June 2, 2015).



presentation of the musical idea. When analyzing a work through Schoenbergian eyes,
themusi cal idea is the 6édwhato and the presen

Schoenberg wrote about the presentation of his musical ideas:

| agree that the language in which | today present my ideas is difficult to

understand. The main obstacle isnished by my aim for brevity which requires

condensation of every detail and omission of all mere formal elements. It is my

principle to place one idea close to the next, even in juxtaposition. If a transition,

a bridge, a connective is indispensible itshbe an ide¥.

I n this authoroés reading of the work, m
and religious perspectives to inform and illuminate the choral performance. Astzige
coherence is revealed t hat s@mlyocompleied sacrede w i n

work on a Biblical text®

B. Who Was Arnold Schoenberg?
Arnold Schoenberg was a brilliant man who expressed his creative talents as a

composer, music theorist, teacher, conductor, instrumentalist (violin and*ei)al
artist,author, poet, lyricist, inventdf,carpentef! and devoted family maft.H. H.

Stuckenschmi dt, Schoenbergds close friend

¥Zachary Hazel wood, ASchoenberg as Orchestrator:
Theoryo ( nsaUniveesity®fsSouthiCaralina, 2007), 13.
"Arnold SchoenbergArnold Schoenberg Sefffortrait, 115.
BArnold Schoenber g,Styldand idegStii usd Gedank§rans.|Léo ,Bkack,i n
(1975; reprint, Berkeley: University of California Pre$884), 146. In his 1949 essay, Schoenberg spoke
about misunderstandings that arose from his instructions in the prefa@rot lunairethat performers
were not to add moods of their own derived from the {Exis was a particular necessity fierrot
lunaire, but was not a ban on an expressive relationship with text in his works overall. Schoenberg wanted
his music to speak for itself without specific programs that were made pdldic. s ai d AYou canno!
your fingerprints from expressingyoB.ut your handwriting unveils very m
the near future there will be machines like thedé@ector, and the craft of the graphologists will be
developed and supported by similar devices and gadigety.will accurately reveal whgou hide and tell
you what you expressddy our bl uf f will. then be calledodo (147)
¥0Oli ver Neighbour, SedondVerdnese Klo¢hd80e reprird, NewoYork: n
W.W. Norton & Co., 1983), 4.
2Dika Newlin, Schoenberg Remember@tew York: Pendagon Press, 198(349.



Arnold Schoenbergds | ife, surroundings
speak of the man is to point dbe countless connections which link him with his
artistic, religious, economic and political surroundings and to recognize his
works, musical as well as literary and pictorial, as the reflection of thigdink.
Schoenberg continually challenged the adisbrms of his day and suffered from
detractors who criticized him and his work, especially that of his groundbreaking
iMet hod of Composi R*®fhig manhtaldhts,Sthoeaberd was best. 0
known as a composer, teacher, and music theoristdtigositions fall into four
periods: tonalate Romantic (until 1908), expressionisee atonality (1908921), serial
(also known as twelvtone 1921-1933) and a more diverse period in America (1933
1951) that included occasional tonal wéHsut wasoverwhelmingly focused on
development of his twelvione method. Among his most famous pupils were Anton
Webern and Al ban Berg. Webern and Berg com
twelve-tone method, and the three were knowiildge Second Viennese Suii of
Composersr®
Schoenberg was born in Vienna in 1874 to Samuel Schénberg and Pauline

Nachod Schoénberg, parents of Jewish faith with little financial means. Like many

Viennese Jews of that time, Samuel moved away from traditional Jewish orthodoxy and

21H, H. Stuckenschmidirnold Schoenberdrans. Humphrey Sear(@974; London: John Calder,
1977), 521.

2’Nuria Schoenberfjlono,i Nur i a S-lboaenbhedgArnol d S®Bbienber g, 0

Germanhttp://www.youtube.com/watt?v=4AeHkqg7cnjc (accessed Nov. 16, 2013).

233tuckenschidt, Preface, vii.

24Arnold SchoenbergiComposi ti on wi t IStyl€andldeg4. Tones (1), 0

*iSchoenbergbs Musi cakolleQQut put o AEI OU, Musi k
http://lwww.aeiou.at/aeiou/musikkolleg/schoenbsbgthaf.htm;internal&action=_setlanguage.action?LAN
GUAGE=en (Accessed June 15, 2015).

i The Second Vi enne sAe nDd hdo oSIc hoofe nboempgods elrCsS Pr od u
http://www.lcsproductions.net/MusicHistory/MusHistRev/Articles/2ndVienneseSchl.btoé$sed June
15, 2015).



assimilatednto regular society Hi s mot her 6s family was mor e
a lineage of cantors associated with Afimeushukynagogue in Prague as well as a
distant relationship to Rabbi Judah Léw, the Maharal of Prague {I52%) renowne
for his interpretation of Talmudic Law amchbbalah[Jewish mysticismf®
Paulineds musical heritage may have inf
although his father also had a good voice and was a singer in a local choral society.
Arnold likely heard hidather sing the Slavonic folk songs of his yoti&choenberg
studied violin as a young b#but was largely seffaught. According to HH.
Stuckenschmidt, the family was too poor to own a piano, explaining his musical roots in
the violin3! Schoenberg atslearned by studying the masters and their composition
methods. As a young boy, Schoenberg read a biography of Mozart that inspired him to
write his compositions without the help of an instrumé@choenberg also studied with
his friends, Oskar Adler (nsic theory), David Josef Bach (aesthetics), and Alexander

von Zemlinsky (compositor?Fol | owi ng his fatheros death

27Jennifer Robin Shaw and Joseph Aur&choenberg: The Viennese Jewish Experience and Its
Aftermath ®he Cambridge Companion to Schoenb@gmbridge: Cambridge University Press, 2010),
Google ed.248.

28Shaw and Aune249. Amold® hoenber gbés grandson by his daught
Trudi (Gertrude), notes thats mother used such Jewish expressiondexzieHor fistroke of
luck,0 Schlemiefor fierk,0 andGanneffor fithiefo( A Chapt er One, 0 Arnolmidy, Sch°nbe
http://schoenbergseuropeanfamily.org/AS3_Pages/AS3_Chaplabtessed June 20, 201Rabbi
Judah Low (RingefThe Composer as Jew72).

295tuckemschmidt,Arnold Schoenberd,6-17.Schoenber gés brother, Heinri
Nachod, were bbtprofessional singer&fcyclopedia Brittanica

3%liver, Neighbor,PaulGriffiths, andGeorgePerle. Second/ienneséschool(New Y ork: Norton
& Company.1983),1.

31Stuckenschmidtrnold Schoenberdl.

iSch°nberg in the Spdeo,0:32 Aonbld Sdldabarg Centér You Tube vi
https://www.youtube.com/watch?v=iXliiskUsjYagcessed June 2, 2015).

#Arnol d Schoenb e rStyleand Ita30.Zembinkky condacted the amateur
orchestra in which Schoenberg played cello.



supported his family with an apprenticeship at a Bamktil its bankruptcy in 1895
Thereafter he alternated living Vienna andn Berlin, seeking the most advantageous
work environments for musf.
In 1898 Schoenberg converted to Lutheranism in a city that was predominantly
Catholic3” He wrote inJeder junge JudéEvery Young Jew, 1934):
And so it happened, that alstevery young Jew of that time not only adopted the
first means against conspicuousness, not only sought to eliminate whatever was
strange about him, but also simultaneously the second means, all his superior
energies in placing himself at the first rdiMarrying a Christian womarf
His spiritual evolution followed a varied path, incorporating the Judaism of his

birth, Catholicisn?® andLutheranisnf as well as interests in numerolotjygstrology,

and metaphysicESchoenber gos | i bresebooksrelated ooihim e d man

i Arnol d @Rihogernabpehlry, 06 Arnold Sch°nberg Center
ttp://www.schoenberg.at/index.php/en/schoeni#lgographie éccessed June 15, 2015).

Raymond Coffer, AArnol d and MatlBOB8) de Sch°nberg,
http://www.richardgerstl.com/arnoland mathildeschaberg.

3Neighbor,Second Viennese Schodi8.

SMar k DeVoto, fAArnold Schoenberg and Judaism: TI
1993, 2.
http://www.google.com/url?sa=t&rct=j&q=&esrc=s&source=web&cd=1&ved=0CB8QFjAAahUKEwj5kb
rTOPLGARXMHKwWKHADY AH g&url=http%3A%2F%2Fwww.tufts.edu%2F~mdevoto%2FSchoenberg.pd
f&ei=sGl_Vfn5Esy5sAXQsYPABw&uUsg=AFQjCNEky5QdI2YKABQINB1MkKYveBrrglw&bvm=bv.9551
5949,d.b2w (accessed June 15, 2015).

%oshe Lazar, fAArnold Schoenberg and RiBiog sDdubl e:
Journal of the Arnold Schoenberg Institute 17/1&2 (June & November 1994), 42.

39bid., 110. Letter from Schoenberg at Chataqua to Gradenwitz in Berlin, July 20, 1934.
Schoenberg responds to Gradenwitz regarding his earlier conversion to Pristestaging like most
artists of the time, he spent some time in the Catholic faith. The letter speaks strongly of his commitment to
Judaism in light of the persecution he experienced while in Germany.

40Shapiro,Choral Journal,vol. 45, no. 4 (November 2@y, 26.

4IColin SterneArnold Schoenberg, The Composer as Numeroldgistjston: Edwin Mellen
Press, 1993, 3. I n the sketch of #ALied ohne Wortebo
wrote a numerological figure of the measure numbeesah section of the work, multiplied by the beat
count with a reduction to a value of 5.

42Sabine FeissG c h o e n b e r g 6(New NakvOxiia tniversity Press, 2011), 58. In
1941, the Dieterles (family friends also interested in astrology and nwggyaonvinced Arnold to name
his son Lawrence rather than Roland because they deemed it an unlucky name.



spiritual interest§He mar ri ed Ze ml i nis XWPldsd haditvot er , Ma't
children: Gertrude, born in 1902nd Georgbornin 19067
Around 1907, Schoenberg began painting seriglestygling to his first exhibition
in 19104 He associated witBer Blaue Reite(The Blue Rider), the German
expressionist groy@nd contributed visual art and articles on music to their publicition.
I n studying Schoenbergb6s art and music of
similarities in subject mattérself-focus and alienatiah as well as the use of texture,
form, and rhythm. There is an autobiograph
Schoenberg often stated that his creativity was the product of inner necessity, the
need to express thener world rather than the visual world. In this sense, the
portraiture of others relates to the visual world, while thepsafiraits (and some
of the visions and gazes) reflect the inner world and its isolation by means of the

vague backgrounds and temphasis on the eyes that Schoenberg saw as a mirror
of the souf’

“iSchoenbergbs Library, o Arnold Sch°nberg Center
http://www.schoenberg.at/index.php/en/areBibibliothek(accessed July 3, 2015). Booksgpirituality
i n Schoenber g dTkhe Bible §{GemantranslationlofuMdreirdLuther), New Testament of the
Bible (in Hebrew and English), the Korargstament to Astrologgndintroductions to Astrology as a
Secret Sciencgoy his friend Oskar Aler), The Divine Comed{Dante),Ancient Religion and Ancient
SymbolgBachofen), eleven books by Balzgacluding his favoriteSeraphitg, Of the kingdoms of nature
of sound: Outline of a Phenomenology of M8ekker),Introduction to MetaphysicdBergson),Georg
Trakl (Buschbeckinscribed by author)The God of IsraeghndMessiah(Cooper and Lipscomb},he
mystery of man: Introduction to the study of occult scieaod$piritualism(DuPrel),Emek Habacha
[Vale of Tears](hakohen transferred from ldbrew into German, provided with a preface, naes
registers and with Hebrew handwritten supplements enriched by Dr. M. Wi€oegerning the Spiritual
in Art (Kandinsky), eleven books by Kafihcludinglmmanuel Kant's Universal Natural History and
Theory of the Heavehighree books on Judaism by Klatzkitends and what they say: 64 images
(Koelsch),Anthroposophy: its nature and objectiv&sidwig), The spirit of the Jewish culture and the
West(Muckle), four books by NietzscHencluding Thus Splke Zarathustr® The Indian philosopher
Krishnamurti(Pisk), Divination (Ploderer) Stories of GodRilke), Back to Methuselah: A metabiological
Pentateuci{Shaw),Complete poetic works and a selection from his controversial wriffadgssius),and
Strindb e r g 6 sandWheoldgisal writinggSwedenborg)Titles are all in their English translations.
“iArnold Bchymmaehyg, 0 Arnold Sch°nberg Center.
4Slbid.
46Rosen Schoenbergl0-11. Cubist works of Picasso and Delaunay were included in The Blue
Rider publicationsSchoenberg was also interested in the cube as an artistic element.
4Courtney AdamsAr t i stic Parallels between Arneld Schoe
1912)(College Music Society, Scholarship and Research 35), October 1, 195.
http://symposium.music.org/index.php?option=com_k2&view=item&id=2111:arpstiallelsbetween



Schoenbergds main contributi otal9l2ff art w
Expressionism in his visual art coincided with ventures away from tofidityd his first
use ofSprechstirme Schoenberg suffered from the infidelity of his first wife, who had
an affair in 1908 with his art teacher, Ri
affair, Gerstl committed suiciddl f Schoenbergbés music refl ec:
theself-portraits, this personal crisis may have contributed to his desire to emancipate
tonality and vocal timbre through speech during this time. The loosened tonality and an
autobiographical theme can be heard in the song BadeBuch der hangenden Garte
(190809), based upon poems by Stefan George. The story begins with a pair of lovers in
a beautiful garden and ends with the man alone in a destroyed garden, abandoned by the

woman®>! Arnold and Mathilde remained married for the sake of the childrenhentil

arnoldschoenbergmusicandpainting19081912&Itemid=124 éccessed June 15, 2018)ver one
guarter of Schoe n-pbotmnritg @hch wasaicammbnritgerae among Expressidnists.
Adams groups paintings titl epbrtrditd/i si onso and fAGazebod
48 bid. Eight significant atonal works were composed during this period: the
operasErwartung(Op. 17) andie gluckliche HandOp. 18);Das Buch der hangenden Garté@p. 15);
the songHerzgewachs€p. 20);Pierrot lunaire (Op. 21)for voice and chamber ensemble; an orchestral
work, Five Pieces for OrchestrgDp. 16); and two sets of piano piecEbree Piano PieceOp. 11)
andSix LittlePiano PiecegOp. 19).SeeMo MA Lear ni ng, AExpressioni sm, 0 Th
New York. http://www.moma.org/learn/moma_learning/themes/expressiorastegsed June 15, 2015).
Expressionism in the arts flourished in Germany and Austria from tlB#20 as a reaction to
impressionism and tension surroundifyVI. Rather than capturing the image as it appeared on the
surface, expressionism used distorted, angular shapes and garish colors to express the essence of the
artwork. Schoenberg was a membetiafDer Blaue Reiteted by Vasily Kandinsky and Franz Marc.
“Arnold Schoenber g, fRyeardldeadsds. Schbenbdrg despsadyhe 0 i n
term AHeéopraéf étramal .icnon
%%Raymond Coffer, nlGee s$tl oray,dstl GREBIOMBHred gGe
http://richardgerstl.com/thstory (accessed May 17, 2015).
S%Ar nol d Sch°nberg, fAThe Book of the Hanging Gar
Center, http://www.schoenberg.at/index.php/en/joeliniense3/15-gedichteausrdasbuchder
haengendegaerterlop-15-19081909



fideath in 19232 In 1924 Schoenberg married agaihat the age of fiftyto Gertrud
Kolisch, sister of his pupil and friend, the violinist, Rudolph Koligth.
In 1925 Schoenberg returned to Betlimhere he taught composition at the
Prussian Academgf Arts until his immigration to the United States in 1933lthough
he reconverted to Judaism in Pamid 933, the children of his second marriage were
raised in his wifebds Catholic faith. Schoe
Stokowski:
A | Jawish. But Mrs. Schoenberg is a katholic [sic] and she is about a quarter of
a century younger than I. | assumed, she will be longer together with my children
than 1. So | allowed them to be also kath¢dic]. %6
Schoenber ghorethed Munagwakom m 1932 in Barcelondlis sons
Ronald and Lawrence were born in 1937 and i84Dbs Angeleswhere Schoenberg
settled with his second family. Schoenberg taught music theory and composition at the
University of Southern California in 1935 and at Thaversity of CaliforniaLos
Angeles from 1936to 1944>7
S ¢ h o e ndoeativegubpstinitially subsideduponhis arrivalin the United States

butwas revivedby severacommissions, including the Piano Concerto Op. 42 (1942) and

52Coffer, Richard, Gerstl (18838018), http:/richardgerstl.com/thesigkey-documents/viktor
krugerto-gertrudschoenberg 0-august1 954 gccessed June 15, 2015). Lefrem Viktor Krliger to
Gertrud Schoenberg, 10 Aust 1954.
5 Arnol d Bchymmaehyg, 0 Arnold Sch°nberg Center.
5Neighbor,Second Viennese SchpbP-13. Rudolf was violinist in a string quartet that
championed Schoenbergds chamber music throughout th
55Arnold Schonber@enter- Information,i Ar c-GatalogMu s i Rsalm 130.
http://major.schoenberg.atbmpositions/allewerke.phpgcessed Mar. 28, 2014)
56Sabine FeissSc hoenber gés New Wo rloa2481TKindle Rlitmrer i can Year
i Arnol d Bchymaehg, 0 Ar n o Bdhoeberdpanahisevifedpecirent er .
naturalized U.Scitizens in 1941
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the Phantasy for Violil®p. 47 (194952 The Phantasy for Violin was so difficult that
even the virtuoso violinist, Heifetz, said it could not be played. Schoenberg found this
amusing and stated:
The concerto is extremely difficult just as much for the head as for the hands. |
amdelighted to add anothanplayablework to the repertory. | want the concerto
to be difficult and | want the little finger to become longer. | can Wait.
A heart attack in 1946 rendered Schoenbephysicalinvalid.®® This slowed
but did not stof his cretive outputwhichcontinued until his death in 1951.
#8 3AET AT AAOCSO #ET OAl #1101 DI OEOET T 04,
Schoenberg began and ended his career writing choral music. Indeed, he wrote
more music for chorus than any other medium, often writing the, text&! In 1895,
Schoenberg took his first professional positions as conductor of choruses in several small
Austrian towns: the M°dling Chor al Soci ety
Society)and t he Stocker au Me $Hidchaomink piecesf@ Si nger
Cappellami xed chorus, AEIi du L¢gtte, 0 was compo:
his early tonal workswhich are reminiscent of Brahms, whom he revered for his music
and his work ethic. lhisif Heart and Brain in MusdificA 6 Scho

gogod theme i &andGapthéffitDeosfe rGoed 0i t i n®®Whileder t o

Brahms destroyed fAeverything he did not <co

S8Dorothy Lamb CrawfordA Wi ndf all of Musicians: Hitleroés £m
California, 107.
*9Ibid., 108.
80Shaw ad J Auner, 27.
61 Robert SpechRelationships between text and music in the choral works of Arnold Schoenberg,
PhD diss. Case Western Reserve University, Abstract, ii. ProQuest Dissertations and Theses; 1976;
ProQuest Dissertations & Theses Full Textéssed April 1, 2015).
52fArnold SchonberdBi ogr aphy, ¢ Arnold Sch°nberg Center.
Schoenber g, fiHe afHerzandHdirj, B8ty aml Idead7. Mu s i c
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d i Schoenberg kept meticulous records of his sketthgs.emulated Brahms by
mentallycomposing counterpoint while taking walks, then writing the results down from
memory. This was true of Schdesmumldr g6 g akKiimg
morning walks, | composed in my mind-80 measures complete in almost every detail.
Ineedednl y two or three hours to cop$%indown th
contrast, the 55 measures of fnADe Profundis
sketches.

Gurrelieder,composed in 1908nd1901 and orchestrated throughout the next ten
years was perhaps his besiceived choral compositidi It garnered a standing ovation
at its premier®® and was praised for its use of form and harmony to delineate the
character$? Originally intended as a song cycle on Danish poems for soprano and tenor,
it evolved into a largscale work for soli,chorygse nd or chestra. Schoenb

Hans Nachod, sang ' Thiswas aso the fiosftim@pMhdtimneema r . o

54 bid.
i Notes from the Archive: Catalogue of Works ant
Newsldter, 2013, ed. 25, 8.
%%Schoenber g, fiHear $tyleeandddedBI. ai n i n Music, 0O
6’SchoenbergArnold Schoenberg Sefortrait, 115.Schoenberg wrote to James Fassett in 1949,
iPerhaps the Columbia Broadcast i miggesgrgtdfrerm i s ri ght
Gurreliederthat before | became 75, | had to be 25; or, in other words, that the perfection of maturity
allows for the imperfections of youtBesides this raises the hope, that at my next anniversary, in let us say
50 more years,Imlgt be cel ebrated by performing works of my
var k DeVot o, fTh o uThdBoston Musicah ntelligemdergbruary 34, 0
2013.(Accessed June 12, 2015
5\Walter Frischfi Gur r e | i1d @ @ rIThe|EBry Works of Arnold Schoempel1893 1908
UC Press #o00ks edition. Berkeley: 1993.
http://publishing.cdlib.org/ucpressebooks/view?docld=ft5tinb3gn&chunk.id=d0e6394&toc.id=&brand=uc
press éccessed June 15, 2015).
i ka Newlin, @ AEncyiopediaBitahicae nber g, o
http://www britannica.com/biography/Arnoi8choenbergaccessed June 29, 2015).
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was written in a choral settirf§ Schoenberg also establishddar act er s i n fADe

Profun d iasdallowedchoralSprechstimm play an expressive role.

Sharon Mabry credits Schoenberg with the developmieBprechstimmenoting
that it was an outgrowth of the popular German melodrama movement where spoken text
was given a musical accompargnt/? Pierrot lunaire Op. 21 featuringtwenty-one
melodramas for speaking voice, piano, flute (alternating with piccolo), clarinet
(alternating with bass clarinet), violin (alternating with vipk)d cello is perhaps the
most famous example of his usESprechstimmé® In Pierrot lunaire Op. 21 notes that
were to be of approximate pitch were placed on the staff with crosses on the stems and
those that were to be whispered had no note headsat all.

Schoenber dobSprechsiimnaetolvedmover the and was still under

discussion at the First Congress of the International Schoenberg Society in Vienna in

1974°A signi ficant change toovieke hppusealasingle n @[ Ode

line for Sprechstimmuith relative pitches notated above, bel@r on the line.

Schoenberg varied his notation even within Op. 50Sgrechstimme n fiDe &r of und

is written on the staff with variation in height and direction of note stems but without note

It was more famously introduced in 1912 in the solo wBikrrot lunaire Op. 21.

2Sharon MabryExploring TwentietiCentury Vocal Music: A Practical Guide to Innovations in

Performarce and Repertoird\ew York: Oxford, 2002 (Google Play), 73}

Sc hoenRieerotlgnaire®p. 21, 0 Arnold Sch°nberg Center
http://www.schoenberg.at/index.php/en/jooftiteense3/rpierrotlunairetop-21 (accessed June 30, 2015).

“John Al fred Poellein, fANew Choral Techniques:

lllinois at UrbanaChampaign, D.M.A., diss. 1974. 15. ProQuest, 302668097
http://search.proquest.com.mutex.gmu.edu/docview/302668097?accountid=14541 (acces26d Ju
2015).

™oris Schwar z, ThE&EMusital Timacsober MT74enn. 1580, vol. 115, 873.
Musical Times Publications Ltd. http://www.jstor.org/stable/959894 (accessed June 24, 2015).
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headsand inModern PsalnOp. 50C it is written on a Syte line staff as i©de to
Napoleon’®

Berg further refined the use and typesSpfechstimmeadistinguishing the stages
bet ween singing and speaking more clearly.
researcH, Berg designated four types 8prechstimme

1. Ordinary speech

2. Rhythmic declamation as Rierrot lunaire,notated with crosses on note

gfeHrgi-singing (or hallspeaking)with a new notation of horizontal lines on note

stems and

4. Parlando’® singing indicated by the absence of note r&e&d

Mabry states that @AOne cannot assume th
who employed this technique after him were seeking an extension of the singing style by
usingSprechstimme®®

AFriede auf Erdeno [ Peace ,wasadaaedt h] Op.
Christian work and SchoenbDespgetsriunphastt t on al
ending in D major, its extreme chromaticism foreshaxlow later serial style. This work
is often programmed together wontath ADe Prof

Ferdinand Meyer, fAFriede auf Erdeno incorp

peace. Webern wrote to Schoenbergardingthework fiHave you even hea

"®Poellein,16-17. Hollow note heads and crosses wesed inGurreliederandMoses und
Aron.The Sprechstimma Modern PsalnOp. 50C includes accidentals.

"bid., 21.

®iDavi d FeolelMoasie®nling Oxford Music Online Oxford University Press.
http://www.oxfordmusiconline.com.mutex.gmu.edu/subsmifirticle/grove/music/2092adcessed May
17,2015)Parlandoi s a term indicating that . othe voice should

®The termSprechstimmé used consistently in literature to describe the declamatory speech in
Schoenber gds neahe yarionodiffdrences id momtpn dr interpretafidis paper will
refer to the notation of rhythmic speechSggechstimme.

80Mabry, 7475.
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chorus at all? In that case, do you know yourself how beautiful it is? Unprecedented!
What a sound! T #@rgioallygntehdgd tebea Capgelia 15choenberg
created an instrumental accompaniment to support the singersngwereini b e c au s e
without it [the accompaniment] Schreker cannot risk it with his young chasralt i
accompaniment that makes secure intonation possible but is not to be regarded as a
compositionally ne &&cheeaberyofferedithat wootlwind he wor k
instruments could be used to support the singers as needledb ot h A Fri ede auf
ad @ De P Aowehematsoceatedl a piano reduction @ Fr i ede asaf Er de
rehearsalaildis Peter Gradenwit?? did for fADe Profu
Robert Specht states thi#riede auf Erdedfi e x hi bi t s pervasi ve i
of text and music, primarilyybsuch means as thematiccrose f er ence %¥and t onc:
Therese Muxeneder, archivist of the Arnold Schonberg Center, suggests:
The use of consonance and dissonance, the differentiation of homophonic and
polyphonic technigues corresponds to an allegovieaV of the Ideal

Peace/Actual Discord that derives from the fundamental metaphysical idea that
peace is the work of God. The contrast between heaven and earth is sacredly

81Arnold Schonberg Centeo mposi ti ons, oiFriede auf Erden,
http://www.schoenberg.at/index.php/de/joofiteense/friedeauf-erderop-13-1907 @ccessed June 15,
2015).In 1923, Schoenberg wrote to the conductor Hermann Scherchen to thank him for performing
fiFriede auf Erdeo but lamented that he no longer believed peace on Earth was possible (Anton Webern to
Arnold Schonberg, November 1928)

Poel |l ein, fANew Choral Techniques: An Historical
accompaniment for double woodwinds, two hoardd string quintet.
835choenberg to Vinaver, Letter of May 29, 19Binold Schonbe g Cent er |, Correspon:

wonder what happened with my Hebrew psal m?0
http://www.schoenberg.at/letters/search_show_letter.php?ID_Number=&&8@8¢ed June 15, 2015).
AThere is no objection of mine agai oleepintosatong wi t h e
and rhythm in order: because this is always my main demand and deem it more important tharldte so ca
Opurebfsowrdces. 0

%Arnold Schoenberg, #fAFri aWdeeppeuf Erden, 0 Schott 6:¢
http://www.jwpepper.com/3066701.item&Xh1VViko (accessed June 13, 2015).

®Robert Specht, fRelationships between text and
S ¢ h 0 e nAbstracy} iji(éccessed June 18015)
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interpreted by means of a major/minor polarity that is occasionally tempered by
thechurch mode&®

As i n nFr i,ethkeisa grdat degred @f allegorical text painting and
tonal referencé in fiDe Profundis

Sc h o e n b echagawork vom hiy expressionist period was teama mit
Musik[drama with music]Die gliickliche Had [The Hand of Fate], begun in 1910. It is
scored for a solo baritone, two choruseSmechstimmeésix-voiced men and sixoiced
wo me n 0 s, amd itwo actos who pantomirieéGenerally, Schoenberg composed
quickly and without hesitatig# but heunchaacteristically interrupted work oRie
glickliche Hand

I n 1911, Schoenberg wrote to Berg, #fAlodv
satisfied with anything any more. | see mistakes and inadequacies in everything. Enough
of that: | coaun 6hto wb elg ifne etlwhantle Irsbuncgd workiome s . 0
Die gltickliche Handn 1912 or1913, Joseph Auner notes that Schoenberg introduced
many ideas that were not present in the initial sketches and were contrary to the athematic

nature of expressionismmdluding counterpoint, recurring themes, and a clear formal

design®® These design elements aBdrechstimmar e al so signi fdcant

8%\A\rnold Sch°nberg Center, Compositions, fAFriede
http://www.schoenbetgt/index.php/en/joomiicense3/friedeauferdenop-13-1907 (accessed June 13,
2015)

8f Digle¢ ¢ k | i c Amout thia Redording8.557526- SCHOENBERG, A.: Chamber
Symphony No. 2 / Die gluckliche Hand / Wind Quintet (Craft) (Schoenlvetg8), Naxcs
http://www.naxos.com/mainsite/blurbs_reviews.asp?item_code=8.557526&catNum=557526&filetype=Ab
out+this+Recording&language=Englisic¢essed June 20, 2015).

8Schoenber g, fAHear $tyleeandddedBI. ai n i n Music, 0O

8Si mms, ANew Us &gheAtandl Musib & Arivolnl Sah@enbérg: 190823.(New
York: Oxford, 2000), 113.

9Jennifer Shaw and Henry Aun&ambridge Campanion to Arnold Schoenb@gmbridge:
Cambridge University Press, 2010), Google Play, 143.
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In 1912 Schoenbry wrote’? thathewasinterestedn writing anoratorioof
modernman,anatheistwho possesedi s o nesedueof theancientfaith (in theform of
superstition)wrestleswith Godandfinally succeeds finding Godandbecoming
r el i §iThisunserest resulted iDie JakobsleitefJacolds Ladder® atwelve-tone,
incompleteoratorio for solj mixed chorusand large orchestf4.

There are many similarities in philosophy and musical symbolism betieen
Jakobsleitemnd fADe Profundiso that will be explo
autobiographical f oc u $foraasivéreabadutiretigion &dftiso e nb e
struggles in life with religious persecution.

Schoenbergought a librettisbut in the endvrote his ownlibretto forDie
Jakobsleiterbased on the Balzac no&#raphitaHe held the novel in high regard, even
telling his dear friend, Alma Mahler, thaéraphitavas At he most spl endi d
exi  Tlse 0book matched Schoenbergds belief in
toward higher forms of understanding, and the role of the genius as a prophet whakould li

the past and the%®present with the future. o

Willi Reich, Schoenberg critical biography(1968; reprint: New York: Praeger Publishers,
1971), 87. Aletterto RichardDehmel, thgoetof Verklarte Nacht

92Arnold Schoenbig Lettersin fi M a Dekoto PublicLecturesandP a p eArm®ld Schoenbiy
and JudaismTheHarderRoad. http://major.tufts.edu/~mdevoto/Publications.hirafts University
(accessedpril 10, 2013), 23.

®Specht, fARelationships between text and music i
Schoenber gihb 0o Abstract

%“Neighbor,Secondviennes&chool lbid, 11.

9 etter of 11 November 1913, transcribeddimold Schonberg, 1874951:Lebensgeschichte in
Begegnungered. NuriaNorSc hoenber g (Kl agenfurt: Ritter, 19912):
road from Earth 0 H e ahe étonaldusic of Arnold Schoenberg from 190823(New York: Oxford
University Press, 2000)51.

%|bid.
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Schoenbergnade strong thematic use of the number sBienJakobsleiter
chaosing to exploreapproacheto religion throughsix maincharacter$? Seraphita (an
angel), the Other One (the devil), the Angeb@a, the Chosen One, the Dying One/the
Soul (dual characterand the Monk. Seraphita is a sw#nged seraph. The number six is
pervasive: six directions, two choruses of six parts each by gender, an opematesix
motivethatis repeated six times, dm sixnote chord in measure six provides the
complement of the first s& Thematically there is a drive to bring opposifesuch as
matter and spird together to become one, aBdrechstimmes usedo clarify themes
and character®
In an audio intenaw, Schoenberg compared his sense of spatial awareness in art
to his music compositio’He wr ot e about musical space in
with Twelve Tones (l),0 in all capital | et
ATHE -“ORMORE-DIMENSIONAL SPACE IN WHICH MUSICAL
IDEAS ARE FRESENTED IS A UNIT. Though the elements of these ideas
appear separate and independent to the eye and the ear, they reveal their true
meaning only through their eaperation, [sic] even as no single word alone can
express a thought without relation to athrds. All that happens at any point of
this musical space has more than a local effect. It functions not only in its own

plane, but also in all other directions and planes, and is not without influence even
at remot® points. o

David Schroeder, i Ar nol d R8ligidupanchRApldicalgJdeasnthp o et a n«
Works of Arnold Schoenbe(iew York: Garland Publishing, Inc., 2000), 51.

%Tito M. Tonietti,i Di e Jak ob stloeniet emu,sitcwelamed Sch°nbergds G
30 2002, Schénberg und sein Gptthiversity of Pisd Italy. 4.
http://major.dm.unipi.it/~tonietti/schogodse2w.paf¢essed April 1, 2015).

“Specht, fARelationships between tetbergdd music i
Abstract, iii

Wi Excerpt from Interview with Arnold Schoenberg
https://youtube.com/watch?v=Fd61jRM6Chw (accessed March 30, 2015).

Wiscmenberg, fAComposi ti oStylewardtdée220.This btateenenTadigne s (| ) , ¢
very closely with the tenets of ti@bbalahand will be discussed more in depth later in the paper.
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Tito Toni eotnt iodfs Adrensoclrdi pScihoenber gbés 1922
this space as not only musical, but philosophical:

Among his papers, he left enigmatic drawings of cubes, on the faces of which he

wr o tAtheisteri, Sozialisten, Indifferenten, Zionistefatheistssocialists,

indi fferents, Zionists] ... 0 or he drew
h e a d Gliedgruny des JudenturhpsSt r uct ur e of Jewry] . o0 He
classify the Jews by means of these cubes, ordering them in accordance with their
origin - West, East, Far Eastin accordance with their political positions

nationalists, internationalists (indifferent), orthodox, socialists (communists),
conservatives (fascists). (Schonberg 1992, 352; Tonietti 200?, ch. 58) But why

did he use theube?®?l t cont ai ns tObmchts, ioklinkd,i r ect i ons
vorwarts oder ruckwarts, bergauf oder berd&ight or left, forward or

backward, wuphill or downhill]o which he
Ladder . 6 He used si xrthnl® C#DsE-FiGeAb.2%t he sc al

The Angel Gabriel sings the opening line quoted ab@®keréchts) Gradenwitz
states that many see a reflection of Schoe
Whether right or left, whether forward or backw@&rdne must ahays go on
without asking what lies before or behind one. That should be hidden; you ought
tod nay, musi -forget in order to fulfill your task-%
Of significance in the unfinished oratoimthe charactethefi C h 0@ re ewwho
departdrom theideaof Nietzsche'dJbermenscho seekanindividual pathto God.
Notably, the Chosen One singsatwelve ne r ow t hat i s symbolic

musical mission and a philosophical representation of the Ditfr@choenberg may

have projected himself intothechammet of t he Chosen One. He wr

102Arnold Schoenberg Center, Image Archive, CR196.
http://www.schoaberg.at/resources/pages/view.php?ref=8961&k=&search=&offset=48
&order_by=relevance&sort=DESC&archive=8thoenberg drew intersecting cubes for the set
design in his play about a Jewish homeldbig, Biblische WegHe also sketched the scenery on a
cardboad box (cube) CR 210

0Tji t o M. Diedakobsgditartelve-Tdne Music, and SchonbéryGods Arnold
Schoénberg und sein GetArnold Schdnberg and His GoBericht zum Symposium, 25.

4bid., 6.
10%peter GradenwitZThe Music of IsraefNew York: W.W. Norton & Co, 1949), 197.
08T onietti,i Di e J a ktwelvestloeniet emu,si ¢, and Sch°nbergds Gods
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destined to continue in the mannedbfansfigured NighfGurrelieder, or evenPelleas

and Melisande The Supreme Commander h#d ordered
Klara Mériczmakes an interesting associatiaivieeen the blocks of horizontal

and vertical hexachordal sets thmadt cl ash a

Schoenbergds descri pti onDieoJakolslbiter si x di mens
Blocks of the primary and inverted sets are contrasted, pamddnade to clash
against one another, creating the imaginary musical space that would dissolve
direction, as Schoenberg described iDie Jakobsleitet%®
Figure2s hows Schoenbergds simultanemows use

in parallel, horizontal lines, whilEigure3 illustrates the vertical and diagonal spatial

arrangement.

YSchoenberg, fAON SiRleandldeal®. Touj our s, 0
108 Jara Méricz A" Tast e f or t he JeWwish Idegtiie$Berkeley! Bravergtyng o i n
California Press, 2008), 315.

20



fH dige
s1 ——p " 2 he PP
A —
[ NOT TISH - MOR YA A - DO -
33 2 — —a 3 4 5——
T : ——
e — e e———
S2 :% £o— s L be
NAI MI YA - A MOD___
Ro 10 1 10—  1—— 12
[#] !
A : — ¥ — ] p—
- e ) ) ) ba ¥ &
MOR YA A - DO - NAI MI YA - A -
PO 4 5 5 »p 6
D ]
T :@ - 55 }r v i t i
¥ ™M A - VO -
3 I I 1 | I Il ]
B — = I T 1 —. ¥ o |
1 1 §+‘__+E= =i Ir 1
TISH - MOR YA A - DO - NAI MI
RI3 9 9 708 9 10 1
Metric displacement
B = !
]

N.B. The Soprano 2, m. beat 3 should be G#. The original Israeli Music Publishing edition

and the subsequent reprints (MCA,, Leeds and Belmont) show this note as G natural.

Figure 2: Horizontal placement of all four row permutations in fiDe Profundiso m. 14.

21




12

DE PROFUNDIS

Forte 4-25 (0268
£1Forte 67 (012678, )
Db mgjor chord Poco Jneno mosso P dolce
I NG = S R—
/Aﬂgn—L\\ /\ [T
Ny S=a=i = = o
: - T
ML | val-advob \\ RO KI -KHA,
RI3 1 2l 3 : LY
b major chord
- P dgice
)] st B — !
| (= ! 5 / T e e——
|- =si=rizsi==i== e
2 Fas
* MI\,L_A 4 — Forte 4-25 (0268) R \,é M- KHA
RI3 0 7 10
4 s 1 5 —
o H——H— 1 % — = ;3
& R é\é/,' r;}h T a #H:v.‘ »— -
Foree 6.5 12367) Ro Ml YA-A '}y Po ‘:YKI\‘N-KHA
2 7| [ 11_—
Af%\i 3 3 S, P Lalce
i il N s o — = 7
T | | EraaE z
D) RI3 S
M ™I Po IM-KHA
2 4 1 2__
W /L Metnic displacement
rd rr
mE [ = — i
B : ¥ b - — - —
A — ===
o '\/ y YAl KI IM-KIIA HA-SLI
3
[Forte 6-5 (01367) 4l 28 -
5 .
bz =\ =
NIs=ss===r—=== == —
: == : =
Ro M \;Z YA-\ANMGé KI M- KHA “EASO
0 RI 4 5
1 6
L

Db pedal point (Jaanson) Verse 4: Letter C. Yours is the power to forgive so that You may be held in awe.

L

Div

Figure 3: Verticalanddi agonal

ine Dyad

AS Dyad

row

aDePfonglieormennlf-18i n

Schoenberg related the death of Adolphe Willette, French painter, illustrator, and

writer, to the death scene e Jakobsleitet?® Schoenberg wrotelme from the

Di Bnngh BN hH esfiitasyddiete i gher

or at

decl

ori o,

ared o

1]

n

am

hi s

109\6ricz., 300.

deat hbed,

22

iNow

am ascend



without stopping, quick asanarresvt r ai g ht it Die JdRabsleiteg i s e . O
Schoenberg explores how prayer leads humanity up the ladder f3'Gte role of
prayer as the path to God is a central the
Schoenbergontinued work oDie Jakobsleitethrough1922 and again in
19445 but it was never aapleted. Naomi André suggests that Schoenberg was unable to
finish his largescale religious compositions because he felt inadequate in the face of
God!'2The rising prayer, the twelvi®ne methodSprechstimmenumerical
relationships, musical structurecamotifs ofDie Jakobsleitear e r evi si ted i n
Profundiso
In 1922, Schoenbergvroteto Kandinskyfrom war-ravagedvienng expressindnis
growthtowarda more spiritualview of life: 113
Wheno n ebéesusedwhereo n eo@rsvork wasconcernedto clearirg awayall
obstacle®ftenby meansof o n endngensantellectualeffort andin thoseeight
yearsfoundoneselfconstantlyfacedwith newobstaclesagainstwhichall
thinking, all powerof invention,all energyall ideas provedhelplessfor aman
for whomideashavebeeneverythingit meansothingless tharthetotal collapse
of things,unlesshehascometo find support,n ever increasingneasurein belief
in somethinghigher,beyond!*

The public rejection of Schtokisdbweashgds wo

heritaget'® Schoenberg first encounteraati-Semitism in 1921, at Mattsee, where he

0alexander L. Ringer, Arnold Schoenbefithe Composer as Je@xford: Clarendon Press,
1990), 178

Merle Armitage Schoenberg1937; Reprint: Westport: Greenwood Press, 1977), 173.

"Naomi Andr ®, t é RH b BolitihahamdiReligious Ideas in the Works of Arnold
Schoenberg262.

%Charles RoserSchoenberd@1975; reprint: Chicago: The University of Chicago Press, 1996),
11. Schoenberg was not only friends with Kandinsky, but also a member Déthglaue ReitefThe Blue
Rider] expressionist painter group founded by Kandinsky.

14André, 264.

PDavid Nirenberg, AntiSemitism in Western Musibittp://www.newrepublic.com/article/books
andarts/magazine/111240/dadounterpoint §ccessed June 16, 2015
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was forced to leave the resort because he was &98wa result, Schoenberg began to
turn more and more to explore his Jewish roots in his mtfdite brdke off relations
with Kandinsky in 1923 engtccommems®r s of Kand

Kandinsky denied the accusation, but Schoenberg refused to accept this and wrote:

[ When] | walk along the street and each
Jewor a Christian, Il candt very well tell
some others make an exception of, although that man Hitler is not of their

opinion1t®

In 1923, Schoenberg officially publicized his Method of Composing with Twelve
Tones!?°and in B25 Schoenberg was appointed to the faculty of the Prussian Academy
of Arts in Berlin. This was a time of prosperity and creativity that led to the conception of
many works, including his firgterial choral worksVier Stlckdir gemischten Chor
[Four Peces for Mixed Chorus], Op. 27 Drei Satiren fiir genischten ChofThree
Satires for mixed chorus], Op. 28 (1926),1?? and the unfinished opeMoses und Aron

(19231937)122He also wrotette playDer biblische Weg1927)1%4

L&3Arnold SchonberdBi ogr aphy, 0 Arnold Sch°nberg Center.
Wstuart Jeffries, fASchoenbergdés Moses und Aron:
theguardiarOpera, http://theguardian.com/music/2014/may/15/schoenhesgsund-aronoperaorgy
(accessed June 16, 2015).
1%Arnold SchonberdBi ogr aphy, 0 Arnold Sch°nberg Center.
"pavid Isadore Liebvwerrintaens HoBsahitideReligieds Igead0é.
129 pid.
21Gregg Smith (Conductor of the Gregg Smith Singers), interview by #annah Klontz Aug.
25, 2015. This is Gregg Smithdéds favorite Schoenberg
122Arnold Schonbergenter- Information,i A r c-BatalogMu s i Drei 8atiren fur
gemischten cho(Three Satires for Mixed Chorus) Op. 28925/26)
http:// schoenberg.at/index.plep/joomlalicensesp-1943310036/dresatirenfuer-gemischterchorop-28-
19251926 @ccessed June 16, 2015).
23vioshe LazarfiArnold Schoenberg and His Doubles: A Psychodramatic Journey to His &oots,
Journal of the Arnold Schoenberg Institute 17/1&2 (J&ridovember 1994), 66. Schoenberg made brief
sketches fobDer biblische Wegvhich chronicled the establishment of a Zionist state in Africa.
299 Arnol d SEihogernadbpehryy, 6 Arnold Sch°nberg Center
ttp://www.schoenberg.at/index.php/en/schoeni#gographe (accessed June 15, 2015).
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In the unfinished operslosesundAron, built on asingletonerow, Schoenberg
highlightstherole of Aron asthe onechoserto interprettheword of God (asrevealedo
Moses)in away thatthe commonpeoplecouldunderstand KennethMarcusstateghat
this workandDie Jakobsleiteffrepresentedhe composeis almostagonizedongingto
experiencainity andunderstandingvith Godo!1 1t is noteworthy that he wrote the text for
both of these works based on Jewish themes at a time whe®eamtism was builaig.

i De Pr odgalsmbadgedupon a single combinatorial row divided into hexactords
Sprechstimmelays an important but very different role in eachMioses und Arorthe
speech represt®muts iGo dibB i seds tofepresdiid prayers

of the people. The two works are based on fundamental Jewish themes: Jews in exile
seeking a return to their homeland and communication with God through the law and
through prayer.

The expressive text setting and symbolism foundases und Anotook a
secularturninOp.28nd a rat her combative oVWiee in Op.
Charstiicke Op. 27, andDrei Satiren Op. 28, reveals creation and manipulation of the
row to expressively set t hes edoptg fortsatitic | n ad
purposes, principals [sic] of row transposition analogous to tonal procédpinesiples
which | ater became his standar d?TheThreemd of

Satires were written as a biting backlash to criticismsoiMurk. He was especially

irritated by those:

23ichael CherlinSchoenber gds MuGamluridge: Canmhradgei Univetsity Brass,
2007), 237.

8. ricz, AA Tast e Jewishld@nktiesAlds of Heaven, o

12’specht, Robert John, &tase Western Reserve UniversiyyoQuest, UMI Dissertations
Publishing, 1976. 7712012. Abstractsitii
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who seek their personal salvation in the middle of the [compositional] road, those
who are oriented to the past, who look backwards instead of forwards, the
folklorists and all téamanneésBst so in whom
In the first of the satireeAm Scheidewe@choenberg uses a C major triad built
into the row pl ac¢*Tdisporposefuluse ofwamalityt cafibeo nal . 0
compared to the tonal rowand®the celiverdedramhtbe i De P
Adepthso of the critical reaction to Schoe
Sechs SticKé Pieces] for Male Chorus, Op. 35, was written in 1930 as a
commi ssion from the German Workerso Singer
mainstay of German society sathe 186Qswith significant contributions to the
repertoire from Schubert, Schumann, Mendelssohn, and Brucknénglzitorus had
begun to fall out of favor by this time. The commission was intended to modernize the
repertoire for the male chord®.It is impressive that these difficult works were first
performed by an amateur chorasd from memory, no less. It is also significant,
moreover, that the Ger man Wor kecorsd&t Si nger s
lecture to prepare the audience for tieev sounds they would het.The performance

by an amateur choir and the qrencert lecture are important topics for discussion in

regard tofiDe Profundidsand Schoenbergds choral wor ks in

128Arnold Schonbergenter- Information,i A r c-GatalogMu s i Drei atiren fur
gemischten cho(Three Satires for Mixed Chorus) Op. 28925/26)
12°Arnold Schonbergenter- Information,i A r c-GatalogMu s i Drei atiren fur
gemischten cho(Three Satires for Mixed Chorus) Op. 28925/26)
BRobert Fal ck, #Sc h PBditicadand Religious Id&ENew York: IGarland e s , 0
Publishing, 2007)111-112. Schoenberg anklis pupil Eisler were the only composers of the Second
Viennese School to write for male chorus.
BYbid., 113.
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Schoenberg spentuch 0f1931and1932in Barcelona, wher he went toestore
his health®2 During this time he completed the second actdses und Arof*3He
wrote to the Academy in October 1931 advi s
spend more time in the warm climate of the Sdttla)so choosing toemain there to
escapeth®d a z i  pnaunting/opposition to his musté In January of 1932, the
Academy lost patience with its absent professor and wrote that he must return to Berlin.
Schoenberg reminded Professor Leo Kestenberg of the terms of trectavhich
provided that he could choose the months that he would teach in Berlin and that until
receipt of the lettehe was still within his contractual right®In Januaryt he A mont hs
of f 0 had Sehognbergesidelaybdurtreturning dueaa unusually heavy
snowfall in Barcelond®’
In May of 1932 he still had not returned to Berlin, stating to his employer that he
was unable to receive the funds from his bank in Berlin for travel. There were other

reasons, however, which he revealed May 1932letter to Dr. Joseph Asch in New

132Stuckenschmidt, 514n addition to asthma (Stuckenschmidt, 51)hoenberg suffered from a
heart condition and an undiagnosed nervous désord
B%Arnold Schoenber@di ogr aphy, 0 Arnold Sch°nberg Center
134Arnold Schoenberg, Arnold Schoenberg Letters, ed. Erwin Stein, trans. Wilkins and Kaiser.
Letter 130, To Professor Alexander AmersdorfBerkeley: University of California Press987), 153.
BPavid Nirenberg, AntiSemitism in Western Musigittp://www.newrepublic.com/article/books
andarts/magazine/111240/dadounterpoin{accessed June 16, 2015). It would not be surprising that
Schoenberg was reluctant to return due to the growing cliofia®i-Semitism.Even a solidly Aryan
German composer such as Paul Hindemith could not escape public dérision.1 9 3 4 Hi tl er ds mi
public enligherment and propaganda, Joseph Goebleels,n ounced publicly that Hind
fi 1 ur inslof dissonamde...with complete musical ineptitude.... We are vehemently opposed to seeing this
type of artist identified as German. As far as we are concerned, the fact that his heritage is of pure
Germanic blood is more dramatic evidence of the fegjetapths to which the Jewidttellectual infection
has already penetrated the body of \dalk [people] ©
B¢Arnold Schoenberg Lettersp. 137, 158 Letter to Professor Leo Kestenberg from Arnold
Schoenberg in Barcelona, January 1932.
B7Arnold Schoenbergietters,no. 139, February 13, 193260. Letter from Arnold Schoenberg to
Prof. Kestenberg.
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York. In this letteyhe mentioedthat he had been suffering ill health, but also that he

was reluctant to return to Germany for political reasons. He announced that his wife had
just given birth to their daughtddorothea Nuria, and asked if the doctor could arrange
donations from wealthy Jews in New York to provide him a living allowance in order to
remain in Barcel ona an d-swaggerersland pegromistain n g
Ber I n. o

By July 1932, Schodaerg was back in Berlit®® where a dark chaptef his life
unfolded. The president of the Prussian Academy of Arts, Max von Schillings, began
culling Jewish faculty after becoming a member of the National Socialist Party in 1933.
Schoenberg was informed &farch 18, 1933that he would be removed from his
position on December 31° Schoenberg chose to leave immediately following the
announcement, fearing for his safety. He fled to Patgre he reconverted to Judaism,
as witnessed by fellow artist Marc Qjadl.2**

Schoenberg then immigrated to the United States, where he taught at the Malkin
Conservatory in New York and Boston. In 1934, he left the cold climate of the Northeast
and moved to Los Angeles, California, where he hoped he would enjoy better Health.
taught briefly at the University of Southern California, followed by a period at the

University of CaliforniaLos Angelesfrom 1936to 1944. Schoenberg supplemented his

B8Arnold Schoenberg Lettersp. 139, February 13, 1932, 1@2tter from Arnold Schoenberg in
Barcelona to Dr. Joseph Asch, May 24, 293

B9Arnold Schonberg Letts. Letter from Arnold Schoenberg in Berlin to Rudi Kolisch, July 27,
1932 164.

MMichael HaasForbidden Music, The Jewish Composers Banned by the NaéslUniversity
Press: New Haven, 2013, 210.

410liver Neighbour Second Viennese School: Schoenbétgbern, Bergl4-15.

28



parttime university teaching with private composition studentduding John @gel4?
He also enjoyed playing tennis regularly with composer George Gerféhama devised
a system of notating the movements of the game for later réffew.
Schoenberdpundit difficult to adjustto life in the United Statesespeciallyasthe
threatto his family andfriendsin Europegrewdire 1*> Music providedanoutletfor his
angstanda meando integrateinto the Jewishcommunityin Los Angeles!*®He wrote
significantly about Zionism in-Poite 1930s,
Program forJewt06 whi ch advocated for a Jkewi sh home
statedil of fer the sacrifice of my art to the
enthusiastically, because f%Thisgpemimertttoi ng s
the Jewish cause nd#ed inhis greater interest in composing music on Jewish themes.
Schoenbergyrote hisfirst liturgical piece, Kol Nidre, Op. 39,in 193814¢ Kol

Nidreis aprayerof repentanceecitedontheeveof YomKippur [Day of Atonement]the

“ZArnold Schoenber@i ogr aphy, 0 Ar n o. Hisleg8cy of Studénts wag laQe nt e r

and impressiveln chronological order, he taught in Vienna: Fritz Heinrich Klein, Rudolf Kolisch, Paul
Pisk, Karl Rankl, Erwin Ratz, Viktor Uhann, Josef Rufer, Rudolf Serkin, Hanns Eisler (Auner, 21); in
Berlin: Gerhard, Walter Gronostay, Winfried Zillig, Rufer, Walter Goehr, Adolph Weiss, Marc Blitzstein,
Nikos Skalkottas, Norbert von Hannenheim, Natalie Prawossudowitsch, Rudolf GoehSétriald,

Henry Cowell, Hans Heinz Stuckenschmidt (Auner222; and in United States, Lois Lautner, John Cage,
Leonard Stein, Gerald Strang, Oscar Levant, and Hollywood film composers Alfred Newman, David
Raksin, Dika Newlin, Clara Steuermann, Leon Kirah@&tto Klemperer, Patricia Carpenter, Lou Harrison,
and Richard Hoffmann (Auner, 257).

“FArnold Schoenber@di ogr aphy, 0 Arnold Sch°nberg Center

44Malcom MacDonaldSchoenbergNew York: Oxford University Press, 2008)2.

YXKenneth Marcuissi tigdddi:daArsmo IR& vSc h®oatmemer g in Los

Californian Quarterly, Vol. 89, No. 3 (Fall 2007), University of California Press on behalf of the Historical
Society of Southern Californi811.http://www.jstor.org/stable/4117237{@ccessedept.3, 2013.)

149bid., 313.

MNaomi André.ii R e t utoaHometandReligionandPoliticalContexinSc hoenber g o s
Dreimal tausendahreo Political and Religiousldeasin theWorksof Arnold SchoenbergNew Y ork:
GarlandPublishing,2000),10.

8Arnold Schonbeg Center1 nf or mat i eCatalogMAs ich,i ¥ ehtt p:// schoenb

compositions/allewerke.php (accessed May 5, 2013)
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holiestdayof theJewish year, anopportunityto fi ¢ o tm&rmswith o n ad@rgityand
ondast®hhe narrator delivers a fAKabbalistic
dealing with the creation of Ilight ®d&and ext
The invitationto composeheKol Nidre camefrom a Germanmmigrant,RabbiJacob
Sonderlingfounder ofthe Societyfor JewishCulture a JewishReformTemplein Los
Angeles. Sonderlingestablishe@ congregatiorof Jewishimmigrantsfrom Germanyand
Austriaandsoughtcompositiongor theliturgy from Austrian émigrécomposerscluding
ErnstToch, Erich Korngold,and ArnoldSchoenberg. The first performancekafl Nidre
took place in the Ambassador Hotel in Los Angeldtere local studio musicians
performedwith Sorderling serving as the officiaft!Sc hoenb er gKobNidseet t i ng
is in English for an SATB choir and rabbi narrator. He based it upon a litucgictls
firmusin a relatively tonal setting, but it was deemed inappropriate for the liturgy
becauseofGhoenber gdés depart utZ Dfer ®m owlalamodti rsad i t
intended for the liturgy and based upon a liturgezaitus firmusalthough the
resemblance is not immediately apparent.

Schoenbergetiredfrom UCLA in 1944 ,althoughhecontinuedeachingprivately
andgavea seriesof lecturesatthe Universityof Chicagoandin SantaBarbarat>® In

1945 he accepted an unusual commission to join a consortium of contemporary

19Marcus,312.

Aaron Rabushka, Ro\Nidieofor Narr&8ar,@horesradder rcch,e st ra, Op. 3
All Music, http://www.alimusic.com/composition/ketidre-for-narratorchorusorchestraop-39-
mc0002360483 (accessed July 3, 2015).

“Wal ter Rubsamen, @ SlhéMusicalQearterlyvol. 37, Mondg®@ct.,c a . 0
1951), 469489. http://jstor.org/stable/739607 (accessed NOy2013).

B eisst, loc. 2790.

BNeighbor Second Viennese Schobb.
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composers in creating the Genesis Satieymissioned by Nathaniel Shilkreftthe
Victor Recording Company. Among those who contributed a movement was Igor
Stravinsky, with whom Schoenberg had a tense relatiorRalearsals were carefully
arranged so that the two were never present at the sam&4tiBuhoenberg composed
thefir st mo vPeelds nfdr grchéstra and wordless chorus. Two striking features
in APrelude, 0 scul pti ng-toheaworkdnd ssawinga soloisti e s w
who remains singing after the chorus drops
Profundiso
The Milliken Archives for Jewish Music describes the Prelude:

Sc h oe n b &regtionsworla rs aot the murky chaos one might expect. From
the beginning, order is defined by thetbRe row. The piece opens with the row

divided into two phrases usi ng tuba and violins. The
and does not employ the narrator; nor does it utilize the chorus until the very
conclusion. It is both intriguing and i

ultimately resolves to the tonal C majin the final three bars, the chorus enters

and establishes this pitch clearly yet quietly, as everyone drops out except for a

single soloist>®

In 1946 Schoenberguffereda neaty fatal heartattackthatleft him aninvalid.*>®
Despitehis weakenegostheart attaclstatus Schoenbergpada burstof creativityin 1947
thatresultedn thecompositionof A SurvivorfromWarsawOp.46f or nar r at or , m

chorus and orchestran only thirteendays®’ It is a dramatic portrayal of the horror of

the Warsaw Gétto and concentration camps of the Nazi Holocaust. Although

4The Genesis Suite®he Milliken Archive,http://imilkenarchive.org/works/view/76@&ccessed
April 3, 2015).The Genesis Suite set the stories from the book of Genesis in the Bible.
%The Genesis Suite®he Milliken Archive,http://milkenarchive.org/works/view/76@ccessed
April 3, 2015).
156Neighbor,Second Viennese Schobb.
157Camille Crittendenii T e antlQontextsof A Survivorfrom Warsaw, Op. 46,0 Political and
Religiousldeasin theWorksof Arnold SchoenbergNew Y ork: GarlandPublishing,2000),231.
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Schoenbergiadpremonitionsof the Holocaust>® heleft Germanybeforethephysical
violencebegan. He suffered terribly nonetheless eaul be considerea survivor of the
horrors of Holocaust2® His daughteiGertrudé®®and hethusbandemainedandnarrowly
escapedrom Viennain 1938to cometo the United States.His niece,Inge Blumauer
andherhusband, Wernewerenot as fortunate. They westotandkilled by the
Werwolfein 194511 Schoenberglso lost his brotherHeinrich,who waseuthanizedy
theNazis,andacousin,Arthur Schoenbergyho diedin the Theresienstadioncentration
camp??

Schoenbergeemdo haveil a s s e melvdrieusimpression®f the Jewish
ghettos,Nazioccupationandthe concentratiortampso arrive athis own dramatic
synthesiofthee x p e r ind Suwvivarfrom Warsaw.1®2 A narratorframesthe storyin
Sprechstimmthat is notatedn aoneline staffwith relativepitches!®* Thehorrific
scenas heightenedotonly by the narration but alsoby the useof threelanguages:
GermanEnglish,andHebrew!®® Eachlanguagén Survivor from Warsawervesa

separatéunction:the narration$prechstimmyds in Englishfor present events and in

158Naomi André, Political and Religious Ideas in the Works of Arnold Schoenberg, 266.

%9 o nat ha n-arMsemisse Disciishion log, transcript efr@il exchange betwedh
Randol Schoenber g a méd.msuledufcepin/idybronisecptrxavx&list=h p : / / h
antisemitism&month=0906&week=&msg=30jC1VsK3pvmc7KedhgxvA&user=&pw= (accessed June 20,
2015).

B¥Gertrude was Schoenber gos dcahuogehrtbeer godys hsiesc o n d sy
coincidentally also named Gertrud.

BIArnold GreisslesSc h° nber g, -Ti€hteps®@hbobdmwber gdés European Fe
http://schoenbergseuropeanfamily.org/AS3_Pages/AS3_Chap2.html (accessed June 20, 2015). The

Werwolfe(Werewd ves) were fAfanatical young Nazis who had b
who now, after the defeat of Hitlerds Germany, want
fighting force. o0 Werner had bdarmgtheavarNTa®&drwoldeshot hi d hi s

them as traitors.
®Kenneth Marcus, fAJudaism Revisited: Arnold Sch
165Crittenden, 233.
164 hid., 241-242.
185This wasthefirst of only twoof S ¢ h o e nvioekstogudeblebrew:theother,i De f Rima i s . 0
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German for the pagtlebrewis theonly language that sung,and itis usedfor theritual
prayer,ShemaYisrael[Hear, O Israel] Theunisonsettingof the prayerfor me nvoises
is theclimax of thework. The row is presentedh a straightforwardnannerandthe
settingof thetextis significant. According toCamilleCrittenden:
Theopeningforte sixteenthhalf notepattern(S ¢ h p[amalternate
transliteration]actsasabattlecry againstheinjusticessufferedby thosewho
pray, achoralparallelto the trumpetcall of the oppressorthatopensthe piece.
Thefirst line of thechoralprayer,i h e@lsrael,theLordisourG o dcalls
attentionto the factboththatit is sungaloud( i H® andto thefactthatit is
sungby acollective( dur God)... Thefinal phraseeflectsboththeliteral

meaningof thetext( A w ltheumisestu p andthesenseof strengthandrebellion
in its sharplyrising contour6®

Crittendenalsoassertshatin settingtheS ¢ h dsmaal in aunisonstatemenof
thetonerow, Schoenbergquatedaith andsalvationwith twelve-tonemusic. Schoenberg
explained,fiAs for me,in thisstruggle only theldeacanbev i ¢t of'Theus . 0
association between Hebrew, tone row, and
Profundiso

SomeauthorshavedescribedA Survivor from Warsaw asanexpressiorof
S ¢ h o e nrenewedaithsorafi p e r § a n a butthereadecertaincontradictions.
Schoenbergvas, indeedyery passionataboutthe Jewishcauseput hedid not publicly

celebratelewishlife.'8 1t is unlikely that helearnedHebrew,although his library

166Crittenden, 24246.

167 bid, 248.

9vloshe LazarfiArnold Schoenberg and His Doubles: A Psychodramatic Journey to His &Roots,
Journal of the Arnold Schoenberg Institute 17/1&2 (June & November 19943, Bdssover Haggadah in
German and Hebrew.(i t ur gy f or cel ebrating the Passover meal)
belongings.
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contained th@orahand arHaggadah(Passover booklet) in German and Hebt&.
Given his mothero6s |l egacy of cantors and h
pronunciation guide for th8hema Yisragdrayer, he wasxposed to the language in the
oral tradition'®Whi | e M-ricz states that, @ASchoenber
transcendent al ende aV!&choehbkrg may havereledtedipi ous p
keep his religious beliefs private. For instance, h# kés adherence to numerology
private. Ringer states:

Whil e the more macabre implications of

have received at least passing atter@tiot surprisingly, given the nature of
human natur@ their fundamental importance forcansiderable portion of his

creative output has been virtually igno
to speak out on esthetic and/or ethical matters of importance to him, left
remar kably few numerol ogi cal cluesé. |t

references to what is secret by definition, where meaning is hidden rather than
overt, where the mysteries of life count rather than its exterior manifestations,
where music rules, rather than words, because words are bound to fail, as they
failed Mosesand music alone is capable of carrying the message with impunity, a
message which, by the same token, is likely to be understood only by the initiated
few. Indeed not unlike Machaut, who fashioned his canonic procedures after the
infinity of Him who has ndeginning and no end or Ockeghem, who praised the
Lord in hexachords and perfect prolations, Arnold Schoenberg has but little to say
to those who seek to enter his spiritual world at the surface of musical events,
oblivious to the unbroken chain that I;kim to a universal tradition of music as

a metaphorical language quite removed from the sound and fury of every day life,
a language in which numbers behave conceptually as well as arithmétitally.

¥ Schoenber dadd SthinbargaQenter Archived ¢ h o e nlibrary asé s
contained The New Testament (in German and Hebrew), The Holy Bible (in German) &dathén
German).

"%Crittenden, 24. Rabbi Sonderling provided Schoenberg with the complete text and
pronunciation guide for thEhema Yisragirayer.

\Méricz. Jewish Identities300.

"ZRinger,The Journal of the Arnold Schoenberg Instit@#85.
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Ringer further asserts that Schoenberg was not odyeistied in numerology, but
the Jewish mysticism from which it descend&tAn excerpt by Gershom G. Scholem,
author ofMajor Trends in Jewish Mysticisrprovides a glimpse of this complex topic:
The GermarHasidimwere in the habit of counting or calculaievery word in
the prayers, benedictions and hymns, and they sought a reason in the Torah for the
number of words in the prayers.
Here and elsewhere in the literature of ttasidism prominence is given for the
first time to certain techniques of mysticpeculation which are popularly
supposed to represent the heart and core of Kabbalism, sGemerig i.e. the
calculation of the numerical value of Hebrew words and the search for
connections with other words or phrases of equal v&lo&rikon or
interpretation of the letters of a word as abbreviations of whole sentences; and
Temurah or interchange of letters according to certain systematic ¥{fles.
According to Ringer, Jewish mysticism w
artists and writersiPrewWo r | d  War | 1 Sanaknbérg enaoumtreddJewish
mysticism when he visited Prague in 1912 to deliver a lecture and was enveloped in the
celebration of Rabbi Yahuda Low. Low wasigteenthcentury Jewish scholar, famous
not only for his interpetation of the Jewish Law but also his knowledge okiaiebalah
[ (L°w was an ancestor of Schoenbergds mot
on the astronomer Johann Kepler, a member of the intellectual circle that included Rabbi

Loéw (knownaste Maharal ), Johannes Faustus, and T

influence:

Ringer,177.

174Gershom G. Scholenvajor Trends in Jewish Mysticisr.
http://www.pdfarchive.info/pdf/S/Sc/Scholem_Gershom_Gerhard_
_Major_trends_in_jewish_mysticism.pdf (accessed July 3, 2015).

1™Ringer,The Journal of the Arnold Schoenberg Institute94l, Gershon Scholem, author of
Major Trends in Jewish Mysticistived in Berlin in the early 1900s. (See Gershon Scholem biography,
Stanford Encyclopedia of Philosophy, http://plato.stanford.edu/entries/scholem/.) His dissertation (Munich,
1922) was an arotated version of a book on Jewish mysticism.
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l eft r epeat e dHammonke Musd[ThenHarkenp df the Véodd]

where scientific observation, astrologgbbalistic[alternate transliteration]

reasoning, and Pythagoreamceptions of the nature of music join in a dramatic

effort to demonstrate the divine harmony of the cosmos to a world increasingly

loathe to abandon its Ga¢

Kepl erds treatise addressed natureds mo
dissonant terisns and divine, prerdained, sixpart polyphony’”’Sc hoenber gbés Pr
| ecture was on Mahl erds | ate symphonies. W
the audience, filt seems as though this wor
Mahlermerelyafi s spokesmanl!™ his mout hpiece. 0

Schoenberg was also fascinated with the theosophy of Emanuel Swedenborg,
whose idea of heaven (where numbers were literal keys to unlock the secrets of the
uni verse) was described in Swthdweheber gos 19
Tones. 0 Swedenborgds heaven as deseri bed b
Jakobsleite®'’*Ri nger compares t he tothemydiniskedded fDe P
JakobsleiteandMosesund Arooreach of the unfini stheed worKks
protagonist in a prayestance, manifestly unable to find fulfilment [sic] through

p r a y8Im thedending of the completed sectiorDoé Jakobsleiterthe soprano soloist

ascends higher and hi Hhikewised m tilDee i Beod duenrd o

"!Ringer,The Composer as JeW72.Ringer uses an alternate spelling of cabbala.

"bid., 173.

Schoenber g, ,aSkiesndidead7dimRirger,ri74.

™Ringer, 182183

BQRinger, 176.

8IRinger, 176 Schomberg became interested in #abbalisticsymbolism of the ladder of prayer
(Jacobdés | adder) after his visit to Prague in 1912.
in Prague (Stuckenschmidantors)
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soprano also ascends higher and higher on the ladder of prayer, but this time finds
fulfillment at the summit.

H. H. Stuckenschmidt notes that Schoenberg kept his early attenipes at
Jakobsleiter(19151917) secreted awagllowing access to onlg select few. Even
though he had already established a publishing agreement with Universal Editions, he
published nothing between 1946d1921. Schoenberg was searching for new inspiration
in 1911 when he wrote to Bs!ghel®Ptiipte | ost
Prague may have inspired him to incorporate ideas frorddbbalaha nd Kepl er 0 s
astronomy. I n 1922, Schoenberg revealed to
something that will guarantee the supremacy of German musicfoettt hundred
years. o It is presumed t hat-tore métrom@gvhithker g was
began in 1921 but did not reveal at the ti
woul d ¥rdasme . Peyser specul at es thnhumberscaiseth o e n b €
the delay, because he waited until the year a9@&yned with the Opus numigrto
publish Fiinf Klavierstiicke [Five Piano Pieces] Op.H8 first twelvetone work!8* The
only piece of the five that is dodecaphonic is the last one:

The fifth piece is a waltz whose basic shape consists of twelve notes in fixed

order. This noteow revolves constantly throughout the movement, starting ever

anew as soon as its previous run is over. To begin with, it appears as waltz
melody, vertically, and shap rhythmically into three motives. The

182Simms,The Atonal Musiof Arnold Schoenberg: 1968923,113.

1835choenbergStyle and Ideg213.

B¥Joan Peyser, fiTo Boulez and Beypwdd4ad2anham: S
also coincided with their publication years.
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accompaniment gives the same succession of notes, starting, however, with
another note, and partly collecting them into chdfés.

The organization in threes (the heavenly number in numerology) is central to the

fifth movement®® The cyclic nature of the tone row is reminiscenEf-sof[Heb.” 1

¢

. ,i AThe Infinitep lit. that which is boundless], the name giverKebbalahto God
transcendenf’'Schoenber g described the influence c
space upon his development of the tweleae method:

The unity of musical space demands an absolute and unitary perceptibis

space, as in Swedenb&deaven (described in Balfa&eraphita), there is no

absolute down, no right or left, forward lmeickward...To the imaginative and

creative faculty, relations in the material sphere are as independent from

directions or planes as material objects are, in their sphere, to our perceptive

faculties!®®

Many works of Schoenberg have been analyzed with ralogy, producing
thoughtprovoking results. The numaogical analysis oDreimal tausend Jahr©p.
50A, asserts a connection to the Solomonods
poem*® Op. 50B may have similar number symboljsxs illustrated inrable1l.

In addition to any spiritual motivations, the compositio&urvivorfrom
Warsaw wasalsofinancially propelledasit wasan intended commissidsy Corinne

ChochemaNew Yorkdancer Schoenbergvroteto Chochento saythathe plannedo

incorporateherdescriptionof thedoomedJewsin the Warsaw Ghettosinginga Jewish

B Fe¢nf Klavierstecke O FArvneo | Rdi aSncoiCoRwpbsgmmegs |C edpt.e r2 3
http://www.schoenberg.at/index.php/en/joositeense3/fuenfklavierstueckeop-23-19201923 (accessed
July 4, 2015). Quoted from Erwin Stein: New Formal Principles, 1924.
1865choenberg used the numbers 3 and 7 sigmifly inPierrot lunaire Op. 21. (Sterne, 59.)
87 E4is m f hedewiBh Virtual LibraryEncyclopaedia Judaicé® 2008 The Gale Group. All
Rights Reservedhttp://www.jewishvirtuallibrary.org/jsource/judaica/ejud_0002_0006_0_05655.html
(accessed July 2015).
1885choenbergStyle and Idea223.
18%Colin C. SterneArnold Schoenberg, The Composer as Numerol@ggstiston: The Edwin
Wellen Press, 1993), 175.
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prayerbeforemeetingtheirdeath. Chochemwasunableto raisethefundsfor the
commissiorandaskedSchoenbergp completethework for the goodof theJewsh
people.Schoenbergeclinedtherequeststating,i havedonethroughoutmy whole life
somuchfor idealisticends(andsolittle hasto be[sic] returnedto mein kind) thatl have
donemy duty. & Thiswasin directcontrasto his statementhirteenyearsearlier: fi |
offer the sacrificeof my artto theJewishc a u ¥'e&choenbergpadgrowntired, sick and
discouragedby thehorrorof the Holocausiandby hisinability to supporthimself and
both familiesthroughhis compositionln theend,the Kousse&itzky Foundatiorprovided
agrantto commissionA Survivorfrom Warsaaw.!%? The Koussevitsky Foundation also
provided a grant % publish ADe Profundis
Schoenbergdés daughter Nuria spoke of he
He was gentle and he was severe, lamtvas angry and he was sweet,
and he was happy and he was sad, and | think he was all the things that
everyone else is, to a much more intensified detjfee.
This dualistic nature can also be seen

nontonal styleswi t h an i ncreasing blend of the two

Profundiso It must be noted that Schoenberg did not strive to eradicate or reinstate

¥CamilleCr i tt enden, i Te ASBwvivar flodh Wareaw,t Op. kP slitical &nd
Religiousldeas in the Works of Arnold Schoenhe¥gw York: Garland Publishin@00Q 247.

BIAndr ®, #fAReturning to a Homel and, Meimalgi on and
tausend Jahr@ Political and Religious Ideas in the Works of Arnold SchoenbéegYork: Garland
Publishing 2000 266.

192Crittenden 247.

193Arnold Schoenberg Centeretter from Gradenwitz to Mrs. Schoenberg, December 13, 1951.
GS Il 135, E-mail attachment from Theresa Muxeneder, Sept. 18, ZiletProfundis was obtained for
publicdion with a $500 grant from Mrs. Koussevitsky.

¥9Dorothy Lamb CrawfordA Wi ndf all of Musicians: Hitlerds £n
California (New Haven: Yale University Press, 200908-109.
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tonality in his compositions. For him, it was always a matter of expressing the musical
idea cderently and authentically. He wrote to René Leibowitz in 1947 on this topic:

Under the term of | oosening the fArigoro
probably mean the occasional doubling of octaves, occurrence of tonal triads and

hints of tonalites. Many of the restrictions observable in my first works in this
style, and what you call Apure, o deri ve
from a probably instinctive desire to bring out sharply the difference of this style

with preceding music.

Avoiding doubling of octaves was certainly a kind of exaggeration because if the

composer did it, nature denied it. Every single tone contains octave doubling.

Curiously I still do it not all too frequently, though | am today conscious that it is

a questiorof merely of dynamics: to emphasize one part more distinctly.

As regards hints of a tonality and intermixing of consonant triads one must

remember that the main purpose oft@Be composition is: production of

coherence through the use of a unifying sasm of tones which should

function at least like a motive. Thus the organizatorial [sic] efficiency of the

harmony should be replaced.

It was not my purpose to write dissonant music, but to include dissonance in a

logical manner without reference to tineatment of the classics: because such a

treatment is impossible. | do not know where inReno Concerto Op. 43

tonality is expresset?®

After Survivor,Schoenbergomposedhoralworkson solelyJewishtheme$
excluding the Three Folksongs Op. #atthad originally been written as solo folk song
arrangements in 1930 but were arranged for-faurta Cappellachorus in 1948. These
folk songs from thdifteenthandsixteenthcenturies were in ancient church modes and
given a tonal setting that accoradated the modé€® Schoenberg incorporated the sense

of ancient musi cincludingefeents & Rendissanak istsiciureland

modal elements of Jewish chant. Regarding the incorporation of older, Stgfheenberg

1%°Arnold Schoenbergdrnold Schoenberg Sefortrait, 102
19ANndré, Political and Religious Ideais the Works of Arnold Schoenbe&§0.
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stated, fAAl morintanes stger hgs adongmg back & the old style (with
Beethoven, Fuguesf®’

A | s Exéste Againd (1949)wasanunpublishecandunfinishedwork for chorus
andorchestra to commemorate the newly formed State of Isfels set in English,
depictingt he emi gration of EYibDeeRPrsodbewiidasd popu
to commemorate the State of Israel, is written in Hebrew only, with a definite preference
that there be no Englishte¥The choi ce of Hebreteustieor fADe |
foundng of Israel as the Jewish homelandhere the people revived the ancient language
of their faith.

Schoenber gbs f Phiwe1954,containe®@imaltause O
Jahre Op 50A (originally Op. 49B) 2% fiDe Profundis (Psalm 130Dp.50B, andModern
PsalmOp.50C2%3

Dreimal tausend JahreOp. 50A2% based on the poefGottes Wiederkeldr
[Godds Return] by Dagobert D. Run&8wascompletecon April 20,1949.Originally

classifiedasOp.49B, it wasgroupedwith Op.49A, the aforementioned settirng three

197Arnold Schoenbergdrnold Schoenberg Seffortrait, 102.

¥Charlotte M. Cross and Rus s eblitical And Refiglousma n, AEd i t
Ideas xxi.

%Crittenden A Text s a ABurvbar of Warsatw,Bolitioaf and Religious Ideag41.

200Hoffman (for Schoenberg) to Vinaver, Letter from July 24, 19680ld Schonberg Center
Correspondence, AYour |l etter from July 19 touched n
http://www.schoeherg.at/letters/search_show_letter.php?ID_Number=5&e$sed June 16, 2015).

MSchoenbergdéds Opus numbers often correlmpond to
this casefiDe Profundis Op. 50B, the mainstay of this opus was completed in 1©p050A (written in
1949) was not originally part of this opu3p. 50C was begun in 1950 and left unfinished at his death in
1951.

202André, Political and Religious Ideas in the Works of Arnold Schoent&éd,

203Thomas Michael Couvillon, Jr. Textand Strt ur e i n Schoenbergdés Op. 50
Composition, Symphony No.1. Ph.D. Dissertation, Louisiana State University. 2002.
http://etd.Isu.edu/docs/available/ €ti06102114007/unrestricted/Couvillon_dis.pdf

204Valter Rubsamerthe Musical Quarterlyvol. 37,n0.4 (Oct., 1951), 481.

20%Arnold Schoenberd)reimal taused Jahre Go d 6 s r e,{MainznSchot #955).5 0 A
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Germanfolk songscommissionedby the German governmemindpublishedn 1930. In
reclassifyingDreimal tausend JahreasOpus50A, Schoenbergffectivelydivorcedthis
compositiorfrom its earlierGermanassociatiorand honoredts sacredextaboutthe
degructionof the Templeof Jerusalenthreethousand/earsago by groupingit with the
othersacredvorks?2%

A De Pr o0p.wbdBds the only work Schoenberg set exclusively in
Hebrew?°” The invitation to compose it came from Chemjo Vinaver, a-rstiwn
Chasidic cantor and choral director in New York Cf## Vinaver was working at the
behest of the Jewish Agency for Palestuabich in 1950 directed him to request of
Schoenberg a composition for mixa@appellachorus with a Hebrew text to be
included in theThe Jewish Anthology of Mu&féas a tribute to the new State of Israel.
Schoenberg asked to submit a completed &dris Kol Nidre?'° or Dreimal Tausand
Jahre!d but Vinaver insisted that he must have a liturgically appropriate selection in

Hebrew?1?

208André, Political and Religious Ideas in the Works of Arnold Schoent2§§,
207SchoenbergiDe Profundis (Psalm 130)Preface(Paciic Palisades: Belmont, 2008elmont

Music Publishers was established by Schoenbergds wi

2085abine FeissSc hoenber gdos New Wo r(Ned YorkTOxferd Wniversity can Ye a
Press, 2011), Chapter 5, Location 3011térefrom Vinaveré Schoenber g, March 25, (1
reports about your new chor al work, o Arnold Sch®nbe
http://schoenberg.at/scans/DVD107/1284fpg (accessed June 16, 2018)naver led The Vinaver
Chorus in New YorlCity.

20%Anthology of Jewish Music, ed. Chemjo Vinaver (Edward Marks Music Corp., New York:
1955) 6. Vinaver did not include Schoenberg in his Acknowledgements.

219 etter from Hoffmanfor8 hoenber g to Vinaver, March 31, 194¢
met o r atyp:l/wwyw.schoenberg.at/letters/search_show_letter.php?ID_Number=4486

21 etter from Hoffman for Schoenberg to Vinaver, June 2,195 | f | coul d compose

whi ¢ h vy o uhttps//evmtschoemberg.at/letters/search_show_letter.phpRlilhber=5447qaccessed
June 16, 2015).
212\6ricz, Political and Religious Ideas in the Works of Arnold Schoenl84r3),
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Schoenbergesponded on June 2, 195@ying he conceived of a plan for a-six
voice chorus and started hearing what it would sound like in his head. He had concerns
that his poor health would not allow him to complete it. Vinaver then sent Schoenberg a
transcriptionof a 1910ChassidicPolish chant ilAshkenazitiebrew with a translation
and guide to accentuation of the Modern Hebrew#exfter receiving the materials
from Vinaver, Schoenberg was encouraged to continue composing. He responded on
June 24, 195Qwith thanks for the materials and a tentative promise to complete the
composition in taéief impthe¢albdtHkei adelna v sotni theod s
also profited from the liturgical motif you sent me, in writing approximately a similar
expres®Bohéénber g compl jast eight dayDater, BrJolyf2u n di s 0
1950. The dedication to Israel is significant in that the Psalm represents the triumph of
the Jewish people despite great adversity. His final completed composition, thus, is truly
diverse in style and reflects developments honed at every stage of his career.

In her bookJewish Identites K| 8ra M- ricz discusses Scbh
Psalm 130 in the context of a prior commission from Cantor David Putterman of Park
Avenue Synagogue iNew York?2'In 1943, Putterman approached Schoenberg to write
some Jewish liturgical music. Negotiations with Schoenberg were difficult because
Schoenberg had other pressing projects and only wanted to work on something that both

inspired him and could bénished in a short time. Putterman sent English translations of

213Anthology of JewisMusic Chemjo Vinaver, ed. (New York: Edward B. Marks Music Corp.,
1954), 2010. A version of thishantisincluded n t he Ant hol ogy of Jewish Musi
fiDe Profundid The score sent to Schoenberg was written by hand and in Sephardic Hebrew, but the
version in theAnthologyof Jewish Musiés in Ashkenazi¢iebrew.

2Yanthology of JewisMusic, 203.

29bid.

218\ 6ricz, Jewish Identities310.
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five Psalms (humbers 96 95) andMi ChomochdWho is Like Unto Thee], a traditional
response to thBhemdrom Exodus 15:11all of whichwere refused by Schoenberg. His
response was thateir were not only too long, btiat they wereot in touch withhis
current feelings about God.

Instead, Schoenberg began work on a compilation of texts of his own choosing
from Exodus 15 and Psalms 24 and?dhe selection of verses is reminiscent of the
prayer for salvation and protection in Psalm 130:

Who is like unto thee, O Lord? (Exodus 15:11)

Nations rose up, and were angry. (Exodus 15:14)

Thou stretchest forth thy hand and the earth swallowed them. (Exodus 15:12)

Lord, Almighty. (Exodus 15:3)

Thouhast become salvation to thy people. (Exodus 15:2)

Thou wilt not make our enemies rejoice over us. (Psalm 29:2)

Deliver thy people, O Lord, from all hfsic] tribulations. (Psalm 24:22%f

Putterman was encouraged by the inclusion of the English telti iGhomocho,
but insisted that Schoenberg use the original Hebrew. Schoenberg made an attempt, but
then dropped the composition altogether.
Schoenberg drafted first a tonal (here a key signature of C minor) andtthelvatone
setting with combinatorial rows for the Putterman commission. When Schoenberg was

approached with the opportunity to write a work Ttiee Anthology of Jewish Musite

first considered the above text. When he could not find his copy, he twrBtgterman to

217"S ¢ h ° n bimarygcd@ntineld a Psalter in which he had underlined text in Psalm 94 and 95
(http:/lwww.schoenberg.at/scans/JabrefData/biblio_estate.fthdlse psalm texts also speakzob d 6 s
deliverance from esmies.

218\6ricz, 311.
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ask for his text to be returned but was told it had been returned longemstead
turned to Psalm 13@rovided by Vinavef!®

ModernPsalmOp. 50C wasintendedo beamulti-movementvork butwas left
unfinished. Méricz states that SEnberg was in a state of religious discontetith a
longing for a God who protected His people and punished their en&tBehoenberg
indeed spoke of this desire in a letter to his good friend and doctor in Berlin, Georg
Wolfensohn, which included a sithselection of thésalm texts Schoenberg had been
composing??! In a letter to his childhood friend Oskar Adler, Schoenberg lymaern
PsalmOp. 50C a subtittgiPsalms, Prayers and other Conversations abouttsod.
Schoenberg had been searching sinc I8ilan adequate expression of his idea that
religion could be adapted to fit his ideals and the needs of modern man. His first attempt
at expressing this resulted in the unfinisbed Jakobsleiterwhichs et t he t e xt
Ascent i nto HaaSéragphiaHid lastattemi awas with his own
lyrics.222 Ultimately, Schoenberg wrote fifteen original psalm texts between September
1950 and his death on July 13, 1951. Only émest Psalm: Yet | Praywas set to musjc
and it was left unfinishe¢?* Today it is known a#lodern PsalnOp. 50C.

Alexander Ringer discuss&$odern PsalnmOp. 50C in the context of

of

Schoenbergds ot her r el jagdinamerslogw ble skates that) e wi s h

29bid., 310.
229pjid., 311.

221Sschoenberg to Wolfensohitn, Vor Al |l em meine allerherzlichsten

heartiest congratulationd)etter from 4.20.1951, Arnold Schoenberg Archives, Correspondence,
http://www.schoenber.at/letters/search_show_letter.php?ID_Number=785€eEsed June 16, 2015). The
texts would later beconmdodern Psalms

222\facDonald Schoenber(287.

223\i6ricz, 326321.

22%Macdonald, 287.
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AThe ascent of the soul ceeply tobttesl inUeavidid e r o f p
mystical | ore where it is, moreov#®ihe cl ose
role of prayer is a common themeDie Jakobsleiter, Moses und Ardvipdern Psalm
Op.50Cand ADe Profundis. o

The texts of Op. 50 highlight Bco enber gdés Zi oni sm and i nt
Promised Land after a lifetime of struggle with religious persecution, criticism, financial
insecurity, and ill health. All three works in the opus are composed with a combinatorial
twelvetone row: atestamén t o his | ifeds musical work. S
finish his large projectsodern PsalmOp. 50C,Moses und ArorandDie Jakobsleiter
due in part to his failing health and eyesiéfithut also due to his heavy teaching load.
After he was force to retire from UCLA, his small pension was insufficient to support
his family. He applied for a Guggenheim Foundation grant to fidisbes und Aroand
Die Jakobsleitein 1945 but was rejected, requiring him to rely heavily on private
teaching to suppiment his incomé&’

S ¢ h o e npoa@ hegltbatsodeniedhim theopportunityto visit thenewly
foundedStateof Israelwhenhewasnamed thénonorarypresidenpf thelsraelAcademy
of Musicin 1951228 In aletterto the Israel Academyof Music, Schoenbergyrote:

Thosewho issuefrom suchaninstitutionmustbetruly priestsof art,approaching

artin thesamespirit of consecratiomsthepriestapproache§& o d 6 s Fajust ar .

asGodchoselsraelto bethe peoplewhosetaskit is to maintainthe pure,true,
Mosaicmonotheisndespiteall persecutiongespiteall affliction, sotooit is the

Al exander Ri ng e rignAmdidsSchoembers's ldgluSicalbiesahce,in
Journal of the Arnold Schoenberg Institute(¥982),80-81.

2265tuckenschmidt, 494.

22IRosenArnold Schoenberd,-2.

228\eighbor,Second Viennese Schob-18.
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taskof Israelimusiciango settheworld anexampleof theold kind thatcanmake

our soulsfunctionagainastheymustif mankindis to evolveanyhigher??®

Schoenbergever visited Israel, too ill to travel. He died at the age f7#:,
11:45 p.m. on Julg3,19512310n this day that he had long dreaded because of its
numerological significanc&? his final word wasi h a r me& Thig seems an odd
farewell foracomposebest known for the emancipation of tonality. Perhaps the
reference was n ot Tifenethsthe Kadbalistid) pribciplengf sosmicc al . i
har mony o*isib theasixth gositidn of the Tree of Life. This center position

represent® wlie Godeathar moni zi "§ and synthes

22Neighbor,Second Viennese Scho2s-24.

203abine Feiss§ ¢ h o e nNew Wgrld: §he American Yedasindle edition),Loc. 2488.
Schoenbergbés funer al in Los Angeles was |l ed by his
Chapel Bach chorale preludes were played on the organ.

23INeighbor,Second Viennese Schob.

2Arnold GreissleSchonberg with Nancy BogerSéh° nber g and the Number T
Schoenber gbés Btipr/schoenbergsetrepeanfamily.org/AS3 Pages/AS3_Chap2.html
(accessed May 18, 2015jchoenberg had a fear of the number thirtasrdid manyn his family and
those who grew up in Eastern EuroBec hoenber gés grandson, Arnold Greis
woman in Vienna whaame up to young Schoenberg on the street, grabbed him by thenarsaid,
fiYoudl have a hard life, young maihe number thirteen means bad luck for you. Beware, especially, of
June 13th and July 13&She then released his arm and went on her way without asking for money or
saying another wordschoenberg died on July 13, 1951.

23Ringer, Journal of the Arnold 8oenberg Institute, 889.

2%4bid., 88.

23 bid. (Source, Leo Schaydhe Universal Meaning of the Kabbalalp71, 29
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Rudolph Kolisch wrote a poem in tribute to Schoenberg fosdnentyfifth
birthday that captures the spirit8fc hoenber gbés | mpact

Only yesterday the sounds of Bach were flowing,

Still embedded in the banks of tonality.

Then dissonances stormed; fearlessly you wielded them

To tear open the dam that stopped the full flow

Of the chromatic strea. You have channeled it

Changing constraint into freedom.

You have created new forms, blazing signs.

Did they perceive them at once and did they gratefully follow?
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Frightened they dare not leap into the abyss
Of chromatic space which opens, like a parabol
A new astronomical perception.

Yet you have given us the true Dodecaphtiiy.

T ATA $EOOOEAOQOEIT 1T &£ Os$A
ting and somewhat confusing h

Profundis. 0 Sever alcogmgltofésraai Masic Bubblicatong ns b e a
1953. The first of these was the aforementioned enffjpenJewish Anthology of
Music?®*’ Schoenberg wrote to Vinaver:

Thanks to your furnishing me the translation and accentuation of every word, it
seems to me, thdmight be able to finish the psalm in a not too distantdinie

my health allows it. | also profited from the liturgical motif you sent me in writing
approximately a similar expression. Of course, you cannot expect music of this
primitive style from mel write a 12tone piece.

Using this occasion, | wonder whether there was set aside a feenfrolfou

know, | must use my time to work for a living, for five people. That is, why |

would be pleased to receive some money for this piece. | do not expegtias

as a regular publisher had to pay me. Usually | demand an advance of 10% of the
first 2,000 copies. | leave it to you to pay me as much as ydu ater | deliver

the music?3®

The request for a suitable fee was a recurring theme with Schoenbevgstde

steadfast advocate for financial compensatat only as a means to support his family

ZRudol f Kohibosoberi@gdés Mission, A BiBchHodndegy Ho mage
H. H. Stuckenschmidt, 50@.he first verse of fie twelveline verses in hexameters written for
S ¢ h o e ndewemtyffil birthday. Each line began with one note of the twdbme row of the Third
Quartet.

237Anthology of Jewish Musied. Chemijo Vinaver (Edward Me Music Corp., New York:

1955, 6.

239 etter from Hoffman for Schoenberg to Vinaver, June 24, 185Dbhanks to your furn
the transl ati on, 0-CArespantledce,Sch°nberg Center
http://www.schoenberg.at/letters/search_show_letter.php?ID_Number{aeidssed June 16, 2015).

Interegingly, the Psalm 130 chant that Vinaver sent to Schoenberg was writeplimardidiebrew, yet
the edition printed in the Anthology of Jewish Music is writteA&hkenazitiebrew.The Ashkenazic
Hebrew would have been the original dialect for Jewishierfusm Poland, 1910.
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in Germany and America but also as a matter of honor and prirféf#a agreement

was made between Schoenberg and the Jewish Organization for Palestinkino pay

nominal fe€?*® In August, Schoenberg wrote to thank Vinaver for the check received and

included a fdbluepr i AtthologPdy o of the score f
The only change in music notation that Vinaver made was to place the time

signature in each voice parather than the large time signatures Schoenberg wrote

across the three upper and three lower voices. Schoenberg used the large time signature

across voice groupings in many earlier works, includ@ngimal ausend JahrgThree

Thousand Years] Op. 50%? and Die Jakobsleitef Jacobdés Ladder] . Vi ne

some changes in the spelling of the Hebrew transliteration from that which he had

provided to Schoenberg?

239 etterfrom Schoenbertp his sonGeorg Ictithabe dir am 3. Mai ei€are Paket geschickt
sent you on May ABoldsSchGribergeCerma@ocréspogdente, ,
http://www.schoenberg.at/letters/search_show_letter.php?Ibd=23279accessed June 16, 2015).

24Hoffman (for Schoenberg) to Vinavér,Your | etter from Jullgettel 9 touc!t
from July 24, 1950
241 etter from Hoffman for Schoenberg to VinavarMr . Schoenberg thanks you

t he c¢ hg t2k19%0ArAold Schonberg Cent&Correspondence,
http://www.schoenberg.at/letters/search_show_letter.php?ID_Number{a&@ssed June 16, 2015).

Arnold Sch°nber g, AbteisrmN eChotwerRe, Reiheiss Babdilb,, 0
Chorwerke lled. Jose Ruf er and Christian Schmidt (Mainz: B. £
1975),137.

249 etter fromVinaver to Schoenberg@ilhank you for your kind letterof May 3 0 Let t er wi t h
enclosures (psalm notatigjlay 29, 1950
http://www.schoenberg Aetters/search_show_letter.php?ID_Number=23@it8essed June 16, 2015).

Comparison was made between the enclosamdthe publishedAnthology The enclosures of the Psalm

spelledAdonai(modern) afdonay( ar chai c). SchoenbePgodasadi shios asplel
appeared that way in his setting in thethology. TheAshkenazic s r ecogni zabl e by the s
for Aad and Aso for At.o (Adonai becomes Adonoi, an
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This first edition in théAnthologyretains the C clefs penned by Schoenberg in the
mezzesoano, alto, and tenor voicé¥ Vinaver had requested that the C clefs be
changed to treble and bass cffsbut the affirmative response apparently came too
late 24 or perhaps never arrived, as the modern clefs were not incorporated. All pitches
areaccur; however, Vinaver omitted Schoenberg
verse inmeasuret224’ The copyright is attributed to Arnold Schoenberg, 1950, and to
Israeli Music Publications, 19532

On May 29, 1951 (six weeks befdres death on July 13, 19%1Schoenberg
wrote to Vinaver asking about the progress of the publiskiagsked to proofread a
copy of the submission to tethologyand offered advice to offset the difficulty of the
work:

| wonder what happened with my Hebrew Psalm, composeditoranthology.

Has it already been engraved or printed? It takes usually two or three proof
readings to get a nearly correct print. When will it appear? | plan to make this

2445choenberg sketches show that he caegat first in standard treble and bass and later
changed to the C clefs. Schoenberg commonly wrote inner voices in, @sctefen in his scoresbie
Jakobsleiter, Dreimal tausel Jahre, Modern Psalpand his collection of canons.

249 etter from Hoffman(for Schoenbergjo Vinaver,Arnold Schonberg CenteéZorrespondence,

Al am sorr yovVvebrusti gdhute, &t oNoavn. 3, 1950,
http://www.schoenberg.at/letters/search_show_letter.php?ID_Number{&fizased June 16, 2015).

2465tuckenschmidtarnold Schoenbergt83. Schoenbenglied onGe r t r u d 6 Richarde p h e w,
Hoffman, Jr, ashis secretary and amaneusighen Hoffman first arrived from his home in New Zealand,
he Iived with the Schoenbergs and studied with Arno
http://okerlin.edu/con/bkstage/199912/hoffmanntribute.htaotéssed April 18, 2015).

Hoffman was appointed to Oberlin in 1956 and taught there for-fmgyyearsHe also ceedited the
Schoenbergsesamtkunstwerk Ausgabe.

2%Note that Schoenlhempg i fnénitc opiywaThetempachdnteli s cust o
could easily have been overlooked on one of the copying efforts as it is in the middle of a system, placed in
a similar fashion as the time signatures.

2% P s a | mAmbl8 Schoénberg Center ArchivEempgitions,
http://www.schoenberg.at/compositions/werke_einzelansicht.php?werke_id=303&herkunft=allewerke
(accessedune 18, 2015). The archives of the Arnold Schénberg Center list the Israeli Music Publications
edition as thécrstdruck(first edition) becausthis edition was the first to appear in print in 1983 first
editionlicensed or pr i nti ng wa sAnthaogy oClevesmMusieyhich appeared irdpsint
in 1954.Since the Vinaver edition developed first chronologically, itisreferred as Af i rst o i n t}
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together with two other pieces a donation to Israel. This is why | ask so urgently
for a reply.

Should it be already printed, then let me have at least a copy of my own piece, if
not of the entire anthology. Should you have already performed it, | would like to
know how it came out, that is, how the dramatic character appeared which is
produced through the alternation of speaking and singing voices. | want also to
know whether as a chorus director, you see great difficulties to perform the piece.
There is no objection of mine against using with every voice a wood wind
instrument to keemtonation and rhythm in order: because this is always my

main demand and | deem it more important than theafledfipured sound of

voices?*?

On June 4, 1951, Vinaver responded to Schoenberg with an apology for the delay
stating he had not yet had arpoptunity to perform the work with his professional
chorus?>°Vinaver explained that he had been very busy with preparing the entire
Anthologyand had not had time to teach his chorus a new work. He promised to send a
copy upon completigrbut unfortunatehschoenberg died before he could receive it.

Israeli Music Press (IMP), under the ownership of Peter Gradeffvibtained
the copyrightin 19532af t er much negotiation wpPth Scho
and Vinaver. Gradenwitz wrote to Vinaver:

| am, of murse, familiar with your important share in the basic idea of this

composition. On the other hand, you may not know that at the same time
correspondence was in progress with Mr. Schoenberg on this end and that he

24Hoffman(for Schoenbergto Vinaver,il wonder what happened with m
Letter fromMay 29, 1951.

20vinaver to Schoenbergil t hank you f orlLetterdrammJuied 1358 r of May
Arnold Schoénberg CenteCorrespondencéttp://schoenberg.at/scans/DVD107/12749(percessed June
16, 2015).

2S1StuckenschmidtArnold Schoenbergi89.Gradenwitzs t udi ed composi ti on with
student, Josef Rufer,amda s married to the dawm@dliner of Schoenber

®Richard S. Hill, fADe Pr of uanCadpalaSSATPEbg Armold1 30) , O
Schoenberg. o Music Libr artyvoAHam4£(1983#h32683. Not es, Secon
http://major.jstor.org/stable/893813 (accessed Feb. 23, 2013)

253Gradenwitz to Gertrude Schoenbdigz o n't r. a0; 1952JG8hJ2a, 0 Correspondenc
between, digitized by Theresa Muxeneder, archivist, Arnold Schdnberg Center. SatColl_S4_17_08
digitized correspondence from ASV.p&mail from Theresa Muxenedeept.18, 2014.
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expressly designated the Psalm for pulilocain Israel, a fact that was even duly
publicized in the press. When shortly before his death, Dr. Koussevitzky sent Dr.
Piatigorsky to Mr. Schoenberg with the
of a series of works that would be dedicated tdimg David Festival in
Jerusalem in 1953. Mr. Schoenberg also told him of the Psalm and its impending
publication in Israel and said that it would be his ideal contribution. In fact, it is
the Koussevitsky Foundation, which on the basis of this dedicaizale the
publication of this work possible by making an outright payment of a considerable
amount for the benefit of Mrs. Schoenbétty.
Gradenwitz produced an edition with modernized cl&fand a piano reduction
to aid in rehears&P® In addition to the nssing tempo mark, other inaccuracies occyrred
which were unfortunately perpetuated in subsequent editions based upon the Gradenwitz
edition?>’ This edition was distributed by Leeds Music Corporation in the United
States®®
The missing tempo marking may fealveen due to the lack of clarity in early
reproduction technology. Gradenwitz worked from a photostat of the score provided by

Schoenber go6s 2WHedsked her @beut somewofithe markings, saying his

254 etter fromGradenwitzto Vinaved | have your communications dat e
J a n u aJday.18,71958 Arnold Schdnberg Center, G@&-5I, SatColl_S4_17_08igitized
correspondence from ASC.pdf-r&ail from Theresa Muxeneder, Sep8, 2014.
25%Arnold SchoenbergiDe Profundis (Psalm 130), Israeli Music Publications, USA: Leeds
Music Corporation, New York. 19523 pages. This edition is oblongith introduction and titles in
English and Hebrewsong lyrics are in Hebrew with Romé&mansliterations. The Piano reductisrby
Peter Gradenwitavho wrote to Vinaver that choirs would not buy an entire anthology for their singers and
that the clefs must be transposed for practical pur
and January 7,0 Letter from @Gadenwitz to Vinaver,
i Sch°nberg in the Spirit of MozaGemterdo YouTube v
Schoenberg did not compose at the pjdm he did ask his American college pupils to wodkdfr
symphonic score reductions aid in the development of their aural training.
257Anne Wirth Schoenberg-mail to authorMarch 27, 2014The Belmont edition is based upon
the IMP edition.
®Schoenberg, fADe Profundis, 0 NewVYoakelledds Mlisisi ¢ Publ
Corporation, 1953.
259 uis NadeaufiChronob gy of Of fi ce Co phttp/icapl.céhseovatiens ses, 0 199
us.org/bytopic/repro/nadeaul.htrat¢essedct. 9, 2014).
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copy might not have included the entire p&je&radenwitz, like Vinaver, missed the

composer 6s teeasurel22¢ Asa negult, tha eénding of all but a single

recor di ng o fisperidenedrat aonfueh slawierdemnpo than Schoenberg

intendec?®? The tempo change occurs at the final vefise t i s He who will r

from all their iniquities. o Rather than a

celebratory march into the Temple. SimilarlyDre JakobsleiterwhenDie Seele

reaches the seventh degree of the ladtersoul flies aay and the tempo increasés.
Reading Schoenbergds scores without key

plethora of accidental$his may have led to the misinterpretation of two pitches by

Gradenwitz. He introduced-@aturals in the piano reductiondfe di r ect or 6 s ed

the last note of the alto partmeasurel3 and in the soprano 2 part on beat Bhetisure

14.2%4There is no natural sign at this point in the manuscript, Vinaver edition, or Schott

critical edition. Schoenberg held varying viethisoughout his life about the use of

accidentals.In1935choenber g wrote, fiGenerally speak

any accidental as often as deemed necessary in order to exclude all doubt; a procedure

%L etter from Gradenwitz to MsiceweSstheardfiomer g, @l t
each ot her , &chdenbkryArchifs, GSI63h.5ajl attachmentTherese Muxender to author,
Sept. 18, 20145atColl_S4_17_08ligitized correspondence from ASC.p@fadenwitz describes progress
of the first publicationl r oni cal | vy, Gradenwitz asked about a miss|
measure4ZThe At utti 0 was placed at mehangemhiehshb@ldhave t hi s €
beenincludedwash¢ Aut hor 6s emphasi s) .
261Given that both Vinaveand Gradenwitz omitted the tempo change at m. 42, perhaps the tempo
change could even have been added posthumously by Hoffman during the editinGedangptausgabe.
If Hoffman had assisted Schoenberg with dictation at any point, it seems plausibie thight have
forgotten to include the desired tempo change and added it later during the editing process.
262See Appendix 1,1284 The recording of the Heidelberg Schola ledVdglter Nusshum is
authenticallyaccuratédbecause he consulted tBaorwerke lledition.
263Tonietti, iDie Jakobsleitertwelvet one musi c, and6.Sch°nbergbs Gods
%Sschoenberg, fADe Profundis, o |Israeli Music Publ
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entirely in keepi rBuwn hishatertydnes, hetbolt the opgositaa c t i ¢
approach, placing accidentals, including naturals, in front of nearly all #6tes.

TheGsharp can be verified by examining S
in ADe Profundis. 0 HeeatelpWwhancamew pich waa required.e nt a |
Each vocal line was distinct in following the traditional rule of accidentals. In this case,
the Gsharp on beat 1 would carry into beat 3 unaffected by that@al sung in the
bass 2 in that measure. Furthermadne, &sharp fits the consistent pattern of hexachord
organization established by Schoenl@f@lthough there are what may be purposeful

variations of the hexachord content later in the work. Gregg Safgbhoenberg expert,

corrected these instances to -&l@arp in the score he used to record this work.

®Schoenber g-EWRé wdli wini, o Not aStyleandId¢ad58 ci dent al s, ) 0
%WV I Ili am E. Benj ami n,PolificA masdtReligiaus IdeRsoin thepWWocks of e s , 0
Arnold Schoenbergf-ootnote 55 (New York: Garland Publishing, 200), 88e nj ami n st at es th
[ Schoenber g] usually not at eidentdlshercepsvehere the inbfemtioniste 6 not
cancel preceding sharps or flats (as if the music were in C major). Sometimes, however, there are extra
natural signsPrecisely for this reason, the notation is revealiftge absence of an accidental indicates a
degree of stability for the white note in question, that is, some kind offonah c t i on a | status. 0
seen in the opening statementfi®e Profundi® where Eflat progresses to Aatural. There was no need
to use a natural symbol for A, anditss e woul d el-fewrad tei drmal fdaomtddis 06 of t
is the interval for Schoenbergds monogram and Pri ma
267Measure 14 can be analyzed as Hexachord 1 in the Prime Row or Hexachoi@l 2 in |
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Figure 6: Excerpt of Gregg S mhatplsdeicilednohe a&to pannfor clarigy,.andThe e G

natural sign in the piano red®Pcoiandis, orbssadl ouMus( BcP

1953)

MCA Music, the American agent for | MP,
format?®® In this edition, the accidental signs placed in the piano reduction were

mistakenly introduced into the vocal parts irasures 13 and 14. Changes were also

268Arnold SchoenbergiDe Profundis (Psam 130), Israeli Music Publications, assigned to MCA
Music, New York. 31 pages. Portrait with explanatory notes in English bydics are Roman
transliterations with a second underlay of English text by Harold Heiberg. The transliteration uses /ch/ to
represent the achlaut sound [x]; whereas other choral music (including that edited by Joshua Jacobson) may
represent this sound with /kh/.
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made to the text underlagmitting the Hebrew characters and adding an unauthorized

English lyric2%°

4 &
. 1 $ + ﬁl N n I“*}
e ——
IM A-V0O - NOT _ TISH -
Lodf Thou shouldst mark __ the

Figure7. Schoenberg, fADe Profundiso Op. 50B, anM@Ainteedi t i on ( U.
alto. The last note in m. 13 should be Gharp. (Arnold Schoenberg, MCA Music, 1953)

—
;e 1
B 1 T
- NAI MI YA-A - MOD__
-ties, Lord, who shall_stand?_

Figure8 Schoenberg, fADe Profundiso Op. 50B, MCA edition (U.
soprano. The Gnatural in m. 14 should be Gsharp. (Arnold Schoenberg, MCA Music, 1953)

The critical edition, published by B. Schott in 1977 in the collected works of

Arnold Schoenberd’°retains the original scoring and reststhe music to the correct

®*fAYour letter from July 10 touched me very much
1950.Schoenberg specifidly stated that he wished the score to have the Hethavactersvith the sound
of the language (transliteration) written belowl woul d pref er, i f |lveuldbew t he He

written in English lettesthe pronunciation so that at least pksowho want to know how it sounds can read
it. o

2%Arnold Schoenberg, ed. Josef Rufer and Christian Martin Sch@ftidirwerke 11.(Mainz: A.
Schottds S°hnne; Wi e,n4l.Ridhaid Hafman wds aléd G satitor ofthis 197 5)
volume. He was atudent of Schoenberg and on faculty at Ob&zmservatoryHoffman assisted Mrs.

Schoenberg in her correspondence and negotiations with Dr. Peter Gradenwitz reizedrmgfundis
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pitches inmeasured 3 and14 andto the correctempo marking imeasuret2. It
containsonly Hebrew characters and transliteration. The Hebrew transliteration,
however, is not the modern version in use todajccording to Nash and Jacobson
these alternate transliterat®are rare, generally found in academic settings or when
based on phonetics from another langudgalthough the critical edition is accurate, it
is unwieldy because of the large size of the volume, archaic clefs, transliteration, and
absence of a pianodection.The single deviation from the manuscript is the placement
of the 4/ 4 time signatures in the opening.
staves, and in the Schott, it is shared by two stalesexpansion of the bass staff
improves eadability.
Bel mont Music Publishers was establishe
widow, Gertrud, and continues to be operated by his faifiljhe company is dedicated
to publishing Schoenber gos ?%Belmonteprinechd r el a
the MCA edition in 2003 as Belmont, BEIO52.
There are also variations among the editions in the layout of the score. The MCA
Belmont edition is in portrait layouvhereas the IMR.eedsedition is in oblong,

landscape layo’° The size of the font in theocal parts is adequate in bokthut the

Psalm 130He would have had access to the original manuscripts @r togrepare th&esaunkuntswerk
Ausgabe.

2"Ethan Nash with Joshua Jacobsbranslations and Annotations of Choral Repertoire, Vol. IV:
Hebrew Texts(Corvallis: earthsongf2009),9. Beginning in 1953, the Sephardic pronunciation of Hebrew
became thearm in Israel and gradually throughout America.

213bid., 2-4.

27Belmont means beautiful mountain in French, the equivalent of Schoenberg in German.

24 H o mBeJmant Music Publisher§he Works of Arnold Schoenberg
http://schoenbergmusic.conactessed Apr18, 2015).

25 The oblong layout is a better fit for the structure of the music but is not practical for holding in
a choral folder.
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piano reduction is in a smaller font and difficult to read. It is also challenging to play due
to unpredictable note combinations, many accidentals, difficult reaches, complex rhythm
combinations, and the need tortypages after only a few measures.

Belmonb BEL-1052 is the only edition currently in prj@nd therefore, no
accurate editions are available for purctd88elmont is distributing the errata
generated from this research with the current print céfiasd intends to publish i

authoros digital and® print editions in

21%sergey Khanukaev, Facebook message, June 10, 2015. The last copy of the IMP edition was
purchased by Mr. Khanukaev, wias the director of the IMP after Peter Gradenwitz. IMP is no longer in
business.

217SeeAppendix3.

28cor clarity, this author used courtesy accidentals throughout the digital etitibie. Finale®
edition, the staff size can be enlarged as needecharplano reduction may be printed as a separate part.
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CHAPTER Il: ANALYSI S OF GWmElI PROF

A. The Text and Context of Psalm 130
ADe Pr odasettichg of Rsalm 130. The psalm is common to both the

Hebrew andhe Christian sripture€’®and is one of fifteen Psalms (numbers 12035)
that are Psalms of Ascefif.Each begins with the phraseh i r h gSoagbfa | o't
Ascent]. ltis believedthattherewerefifteen stepdeadingto the Temple at Jerusaleand
thateachsuccessiv@salmwaschantedasthe pilgrims movedup the steps?8!

Psalml30i s a penitent prayer for forgivenes
days, and during the ten days of repentance from Rashanda o0 Yo m ®inppur . 0
addition, Psalm 130 can be reciiadhe final moments before dedthand to honor the

dead athegraveside®* Psalm 130 is also chanted for other occasions when there is a

2 P s all mtsr o d The Uriitenl Statés Conference of Catholic Bishops,
http://www.usccb.org/bible/scripture.cfm?bk=Psalms&g¢bccessed April 1, 2015).
Note thathe Hebrew system of numberingdns is different than the Greek psalt€he New American
Bible numbers the $alms in the Hebrewystem. Older editions list Psalm 130 as Psalm 129.
2H Layout of ntulse rhtgpaiswniusiefthebible.com/psalm_layout.htfs
one of the later P#as, it is likely that is was written in the time of thec®nd Temple, c. 66839 B.C.E.
®Naftali Silberberg, fAiWhat is a Song of Ascent,
http://www.chabad.org/library/article_cdo/aid/655450/jewish/Whkat-Songof-Ascents.htn{accessed
June 17, 2015).
28Fthan Nash with Joshua Jacobsbranslations and Annotations of Choral Repertoire, Vol. IV:
Hebrew Texts(Corvallis: earthsong2009), 126127.
28%Zalman Goldsteini Pr ayers for ©®©h€h&badl oMgment s,
http://www.chabad.org/litary/article_cdo/aid/364288/jewish/Pexgfor-the-FinaFMoments.htm
(accessedug. 19, 2014).
R Prayer s at JawisheFur@nal &Guiddgtp:/wew.j@wishfunerat
guide.com/tradition/gravesiggrayers.htm (accessédig. 19, 2014)S ¢ h o0 e n bttng wad fungsatehis
graveside atthevent er ment ceremony in Vienna in 1974. (Ena
Information Issued by th&ssociationof Jewish Refugees in Great Britairol. XXIX, no.9, (September
1974), 8. http://www.ajr.a@.ukjournalpdf/1974 september.pdicessed June 20, 2015).
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catastrophe or remembrance thereof, such as a Holoeausmbrance ceremo#s?,
According to the Revised Common Lectaoy of the Christian faith, Psalm 130 falls
during the penitential season of Lent and on the Vigil of Penté&ost.

Psalm130containseightverseghatcanbeinterpreteceitherin pairsorin two
largersectionsof four verses.Versesl through4 arepleasfor helpandforgivenesgo
God andversess through8 areconcerned witthopeandsalvation.This contrastbetween
anguishandhopeis heardthroughouti D e P r ods$chodnbesgna&escontrastsn
dynamicsyegistersung and spoken timbrexture pitch, and rowrelationshipgo
representhis duality of thehumanexperience.

Each verse is set distinctly and for viaytime spansThe critical notes for
Schoenber gos f Kot Nidre,raveallaiprgcedent ®r intentionkal time span
relaionships that are proportional to the number 22 and in multiples of the number 11.
The numbers 11 and 22 are regarded as Master numbers in numerology. According to
Colin Sterne, the five numblk33allafd2Ztchoenbe
Thenumbers in a hieratic canon have traditional meanings in numerology to describe the
personality of the one possessing the numbers in their canon

1: unity, and arrived at through 10, the achievement of unity

3: the realm of art, artistic expression
7: therealm of the spirit, spirituality

28Conversation with Cantor Abraham CherriSgpt.10, 2014.

2ZH Fi ft h SunReadingsiamd Playendhe Révised Common Lectionafylinneapolis:
Augsburg Fortresd,992), 7. Psalm 18 falls on the fifthSunday in Lent (Year A) or Vigil of Pentecost (an
option for Years A, B, C)See p. 12.)

287Sterne, 108Colin C. Sterne was a graduate of the University of Miami (Ohio), Juilliard
Conservatory, and Paris Conservatory. He taught aftineersity of Pittsburgh for thirteight years and
was a highly respected authority on the performance practice of medieval and renaissance music (Colin C.
Sterne ObituaryRittsburgh Post Gazettduly 25, 2008, http://www.post
gazette.com/news/obituasi?008/07/25/Obituargolin-C-SternelnfluentialUniversity-of-Pittsburgh
musicprofessor/stories/200807250166, accessed July 10, 2015).
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11: intuition, the visionary, the idealist

22: power, the practical idealist whose vision changes our3#es.

Sterne statethatt h e s e

number s

ar e

used

pervasive

Based on this use of the numbena@a as an autobiographical signature, Sterne refined

the traditional meanings listed above within the musical cantext

10 (=1): unified shape plus content
3: the work of art, particularly in its outer shape (also represented by the number

21

, S c h dfe muimkeeragdégmbolic of his artistic process)

7: the content of the work of art
11: artistic inspiration
22: supreme artist, the composer whose vision changes oidflives

In thefigureb e | o w,

Schoenber gos

structurte

of t

of measurement is the Master numbers32nbolic of the supreme artish each case

the number of measureBdktd and timespan in minutes are in proportion.

Tablel: Structure of Schowenbergbds fiDe Profundis
I. Orchestra II. Rabbi lll. Rabbi IV. Kol Nidre Total
Introduction A Legend 3 sections: In 3 groups
(Melodrama, the name of, Choir = song,
which is A light is sown, | orchestra= play,
Sprechstimme | Today he must | Rabbi=
pray with us Sprechstimme
Minutes= 2 1 15 4 187
Measures
divided by
22
Measures | 44 22 33 88 8.5
Significance| 2 x 4 =88, Part 2 =22 Part 3=3 Part 4= 88 187
which is length | measuresin sections an@3 | measures measures: 7
of Section IV. St er ne 6 4 measures3in dividedby22=|i n St e
numerology= Sternebo6d4 numerology=
supreme artist | numerology= content of
artistic the work
expression
28 bid.

289bid, 108109.
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Figure 9: SchoenbergKol Nidre, Gliederungsplan der Kompositidstructure of the composition]. (Chorwerke
Il, Reihe B, Band 19, 1977, 38)

TheKol Nidre [all vows] shares the penitential theme of Psalm 130 Kidie
Nidre is chanted oryom Kippur[Day of Atonement]. Ringer states that in light of
S c h o e n bcenvegsimrsto Juaaisrthe Kol Nidre, which focuses on a recotiation
with God through the Jewish faith, would have been particularly meanfigfihe
apparent number symbolism in the structure ottbkENidre would support this theory
based on Sterned6és analysis of t heaeadB2ii€mer ol o

Schoenbergbés canon. |In numerology, all mul

2%Ringer,Arnold Schoenberg, The Composer as J&w76.
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