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ABSTRACT 

THE HEART AND MIND OF ARNOLD SCHOENBERGôS ñDE PROFUNDISò OP. 

50B 

Mary-Hannah Klontz, DMA  

George Mason University, 2015 

Dissertation Director: Dr. Stan Engebretson 

 

This research provides a guide to understanding, preparing, and performing Arnold 

Schoenbergôs last completed opus, ñDe Profundisò (Psalm 130) Op. 50B,2 within the 

context of the Hebrew chant that inspired it and Schoenbergôs other religious works, 

sketches, archival correspondence, and interviews with conductors. Theoretical and 

contextual analysis reveals significant discoveries relevant to an informed and accurate 

performance of the work. ñDe Profundisò embodies Schoenbergôs mature and most 

flexible twelve-tone writing at the peak of his spiritual development. Op. 50B is a serial a 

Cappella composition scored for six-part mixed chorus with great rhythmic and melodic 

independence in the vocal lines, including soprano and baritone solos and choral 

Sprechstimme.3 A composerôs final opus is generally regarded as his highest 

                                                 
2All references to ñDe Profundisò will be to Schoenberg, Op. 50B unless otherwise indicated. 
3ñSprechgesang, Sprechstimme.ò The Oxford Dictionary of Music, 2nd ed. rev. Oxford Music 

Online.Oxford University Press, 

http://major.oxfordmusiconline.com.mutex.gmu.edu/subscriber/article/opr/t237/e9716 (accessed Feb. 23, 
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achievement, yet Op. 50, and in particular ñDe Profundis,ò has received relatively little 

attention from music theorists or performers.4 While this research includes the traditional 

study of the composer and the score, there is also focus on distance learning through 

digital media and a symbolic interpretation of ñDe Profundisò that provides unique 

opportunities to engage the performer and audience. Through these efforts, others may be 

encouraged to hear and perform this beautiful work and to explore this unique method of 

rehearsing. 

 

                                                                                                                                                 
2015). Sprechstimme is the vocal line that indicates a type of spoken song. Sprechgesang refers to the vocal 

technique required to perform it. Interestingly, ñDe Profundisò in Bernsteinôs Mass also uses 

Sprechstimme. Sprechstimme is used in other choral works by Schoenberg, including Gurrelieder, Moses 

und Aron, Die Jakobsleiter, and Die glückliche Hand. 
4Nick Strimple, Choral Music in the Twentieth Century, (Pompton Plains: Amadeus Press, 2012), 

26. Strimple makes only a mention of Opus 50 as one of ñthe other choral works.ò 
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CHAPTER I: HISTORY OF THE COMPO SER AND INFLUENCES ON THE 

WORK  

A. Introduction  
Schoenberg composed ñDe Profundisò Op. 50B with both heart and mind. He 

denied criticism of his twelve-tone music as purely cerebral and provided examples of 

inspired melodies in his essay, ñHeart and Brain in Music.ò5 Schoenberg asserted that 

inspiration and work were required for composing both counterpoint (effortful) and 

melody (spontaneous).6 He disliked being categorized: 

I am not ashamed when people call me a romanticist. If making music is not 

romantic, what else can it be? A childôs game! I am also not afraid if I am called a 

mathematician. My mind, however, is inclined rather toward geometric concepts. 

I hate all these classifications. They stem from people who cannot listen unbiased 

to music and consequently from a total failure to understand what a composer 

wants to say.7 

 

All I want to do is to express my thoughts and get the most possible content in the 

least possible spaceé.If a composer doesnôt write from the heart, he simply canôt 

produce good musicé.I have never had a theory in my lifeé.I write what I feel 

in my heartïand what finally comes on paper is what first coursed through every 

fibre of my body.8 

 

                                                 

 5
Arnold Schoenberg, ñHeart and Brain in Music (Herz und Hirn in der Musik) ò in Style and Idea, 

53-76. 
 6Ibid., 67. 

 7Arnold Schoenberg, Arnold Schoenberg Self-Portrait, ed. Nuria Schoenberg Nono, (Pacific 

Palisades: Belmont Music Publishers, 1988), 115. Letter to James Fassett, 1949, Los Angeles. 
  8 Dorothy Lamb Crawford, A Windfall of Musicians: Hitlerôs £migr®s and Exiles in Southern 

California, (New Haven: Yale University Press, 2009), 105. 
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According to the inscription on Schoenbergôs final sketch,9 he was deeply 

connected emotionally and intellectually to ñDe Profundis.ò He wrote the following 

dedication under the opening mezzo-soprano part: 

 

 
Figure 1: Inscription on sketch for ñPsalm 130.ò (Arnold Schoenberg Center, MS55_702) 

 

 Criteria for my evaluation of you: 

  All my heart-for you, 

  All my brains-for both of us. 

    Dein, [Yours] 

    Arnold 

 

The dedication was not included in the manuscript itself and therefore seems to 

have been of a personal nature. Other notes in the sketches, including a series of 

mathematical equations and an alternate tone row, are equally intriguing.10 Significantly, 

                                                 
  9 Arnold Schönberg Center - Information, ñArchive-Catalog-Music,ò Sketches, MS55_702.jpg. 

Psalm 130.http://www.schoenberg.at/ compositions/allewerke.php (Accessed Mar. 28, 2014). 

 10Stuckenschmidt, 500. Toward the end of his life, Schoenberg gave away his copies of treasured 

books to friends. He gave a copy of Joseph Schillingerôs The Mathematical Basis of the Arts to H. H. 

Stuckenschmidt. 

http://www.schoenberg.at/
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the first sketches for this work were tonal,11 meaning the inscription was placed under the 

exposition of the twelve-tone row after abandoning the tonal sketches. Schoenberg 

considered composition his sacred mission,12 a duty of the ñpriesthood.ò13 In composing 

ñDe Profundis,ò he placed his last completed twelve-tone offering on the altar. 

Examining the structure of ñDe Profundisò resembles gazing through a 

kaleidoscope.14 Dimitri Tymoczko15 measured how fast pitch class sets change in 

numerous works of different genres and discovered that Schoenbergôs Drei Klavierstücke 

[Three Piano Pieces], Op 11, No. 1, and John Coltraneôs solo in ñGiant Stepsò have a 

nearly identical rate of change. With each shift of focus, a new picture emerges from the 

original shapes and colorsðbut at all times there is a sense of organic development of the 

musical idea. 

For Schoenberg, only an informed listener was capable of perceiving the musical 

idea as being worked out in a composition. Darstellung, 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 

                                                 
 11Mark Shapiro, ñEvery Day Music: The Tonal Sketch to óDe Profundis,ôò The Choral Journal, 

vol. 45, no. 4 (November 2004), American Choral Directors Association, 26. 

http://www.jstor.org/stable/23555252 (accessed March 15, 2015). 

 12Arnold Schoenberg, ñOn Revient Toujours,ò in Style and Idea, 109. 

 13ñArnold Schoenberg-Biography,ò Milliken Archive of Jewish Music, 

http://www.milkenarchive.org/people/view/all/579/Arnold+Schoenberg (accessed June 15, 2015). 

 14Stuckenschmidt, 480. Stuckenschmidt referred to the grouping of ideas in Schoenbergôs twelve-

tone music as figures in a kaleidoscope. 

 15Dimitri Tymoczko, A Geometry of Music: Harmony and Counterpoint in the Extended Common 

Practice (New York: Oxford University Press, 2011), Google Play, 291. A music video by Michal Levy 

brings the changes in ñGiant Stepsò to light graphically, https://www.youtube.com/watch?v=yV4Iwh6Kl1c 

(accessed June 2, 2015). 
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presentation of the musical idea. When analyzing a work through Schoenbergian eyes, 

the musical idea is the ówhatô and the presentation of the musical idea is the óhow.ô16 

Schoenberg wrote about the presentation of his musical ideas: 

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

understand. The main obstacle is furnished 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 it must be an idea.17 

 

In this authorôs reading of the work, musical analysis is viewed through historical 

and religious perspectives to inform and illuminate the choral performance. A large-scale 

coherence is revealed that provides new insight into Schoenbergôs only completed sacred 

work on a Biblical text.18 

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 cello),19 visual 

artist, author, poet, lyricist, inventor,20 carpenter,21 and devoted family man.22 H. H. 

Stuckenschmidt, Schoenbergôs close friend and biographer, wrote: 

                                                 
 16Zachary Hazelwood, ñSchoenberg as Orchestrator: The Role of Timbre in Schoenbergian 

Theoryò (masterôs thesis, University of South Carolina, 2007), 13. 

 17Arnold Schoenberg, Arnold Schoenberg Self-Portrait, 115. 

 18Arnold Schoenberg, ñThis is My Fault,ò in Style and Idea (Stil und Gedanke), trans. Leo Black, 

(1975; reprint, Berkeley: University of California Press, 1984), 146. In his 1949 essay, Schoenberg spoke 

about misunderstandings that arose from his instructions in the preface of Pierrot lunaire that performers 

were not to add moods of their own derived from the text. This was a particular necessity for Pierrot 

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 public. He said, ñYou cannot prevent 

your fingerprints from expressing you. But your handwriting unveils very much to the graphologisté.In 

the near future there will be machines like the lie-detector, and the craft of the graphologists will be 

developed and supported by similar devices and gadgets. They will accurately reveal what you hide and tell 

you what you expressedðyour bluff will then be calledò (147). 

 19Oliver Neighbour, ñArnold Schoenbergò in Second Viennese School (1980; reprint, New York: 

W.W. Norton & Co., 1983), 4. 

 20Dika Newlin, Schoenberg Remembered (New York: Pendragon Press, 1980), 349. 
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Arnold Schoenbergôs life, surroundings and works form an indissoluble unity. To 

speak of the man is to point out the 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 this link.23 

 

Schoenberg continually challenged the artistic norms of his day and suffered from 

detractors who criticized him and his work, especially that of his groundbreaking 

ñMethod of Composing with Twelve Tones.ò24 Of his many talents, Schoenberg was best 

known as a composer, teacher, and music theorist. His compositions fall into four 

periods: tonal-late Romantic (until 1908), expressionist-free atonality (1908-1921), serial 

(also known as twelve-tone; 1921-1933), and a more diverse period in America (1933-

1951) that included occasional tonal works25 but was overwhelmingly focused on 

development of his twelve-tone method. Among his most famous pupils were Anton 

Webern and Alban Berg. Webern and Berg composed in, and advanced, Schoenbergôs 

twelve-tone method, and the three were known as ñThe Second Viennese School of 

Composers.ò26 

Schoenberg was born in Vienna in 1874 to Samuel Schönberg and Pauline 

Nachod Schönberg, 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. Stuckenschmidt, Arnold Schoenberg, trans. Humphrey Searle (1974; London: John Calder, 

1977), 521. 

  22Nuria Schoenberg-Nono, ñNuria Schoenberg-Nono and Arnold Schoenberg,ò YouTube, 9:31 (in 

German) http://www.youtube.com/watch?v=4AeHkq7cnjc (accessed Nov. 16, 2013).  

 23Stuckenschidt, Preface, vii. 

 24Arnold Schoenberg, ñComposition with Twelve Tones (I),ò Style and Idea, 214. 
  25ñSchoenbergôs Musical Outputò AEIOU, Musik-kolleg, 

http://www.aeiou.at/aeiou/musikkolleg/schoenberg/sbschaf.htm;internal&action=_setlanguage.action?LAN

GUAGE=en (Accessed June 15, 2015). 

 26ñThe Second Viennese School of Composers-Arnold Schoenbergò LCS Productions, 

http://www.lcsproductions.net/MusicHistory/MusHistRev/Articles/2ndVienneseSchl.html (accessed June 

15, 2015). 
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assimilated into regular society.27 His motherôs family was more traditional and included 

a lineage of cantors associated with the Altneushul synagogue in Prague as well as a 

distant relationship to Rabbi Judah Löw, the Maharal of Prague (1525-1609), renowned 

for his interpretation of Talmudic Law and Kabbalah [Jewish mysticism].28 

Paulineôs musical heritage may have influenced Schoenbergôs ambitions, 

although his father also had a good voice and was a singer in a local choral society. 

Arnold likely heard his father sing the Slavonic folk songs of his youth.29 Schoenberg 

studied violin as a young boy30 but was largely self-taught. According to H. H. 

Stuckenschmidt, the family was too poor to own a piano, explaining his musical roots in 

the violin.31 Schoenberg also learned 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 instrument.32 Schoenberg also studied with 

his friends, Oskar Adler (music theory), David Josef Bach (aesthetics), and Alexander 

von Zemlinsky (composition).33 Following his fatherôs death in 1889, Schoenberg 

                                                 
 27Jennifer Robin Shaw and Joseph Auner. ñSchoenberg: The Viennese Jewish Experience and Its 

Aftermath,ò The Cambridge Companion to Schoenberg (Cambridge: Cambridge University Press, 2010), 

Google ed., 248. 

 28Shaw and Auner, 249. Arnold Schoenbergôs grandson by his daughter from his first marriage, 

Trudi (Gertrude), notes that his mother used such Jewish expressions as Mezzieh for ñstroke of 

luck,ò Schlemiel for ñjerk,ò and Gannef for ñthief.ò (ñChapter One,ò Arnold Schºnbergôs European Family, 

http://schoenbergseuropeanfamily.org/AS3_Pages/AS3_Chap1c.html, accessed June 20, 2015). Rabbi 

Judah Löw (Ringer, The Composer as Jew, 172). 
 29Stuckennschmidt, Arnold Schoenberg, 16-17. Schoenbergôs brother, Heinrich, and uncle, Hans 

Nachod, were both professional singers (Encyclopedia Brittanica). 

 30Oliver, Neighbor, Paul Griffiths, and George Perle. Second Viennese School (New York: Norton 

& Company, 1983), 1. 

 31Stuckenschmidt, Arnold Schoenberg, 21. 

 32ñSchºnberg in the Spirit of Mozart,ò YouTube video, 9:32, Arnold Schönberg Center 

https://www.youtube.com/watch?v=iXlii5kUsjY (accessed June 2, 2015). 

 33Arnold Schoenberg, ñMy Evolution,ò Style and Idea, 80. Zemlinsky conducted the amateur 

orchestra in which Schoenberg played cello. 
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supported his family with an apprenticeship at a bank34 until its bankruptcy in 1895.35 

Thereafter he alternated living in Vienna and in Berlin, seeking the most advantageous 

work environments for music.36 

In 1898, Schoenberg converted to Lutheranism in a city that was predominantly 

Catholic.37 He wrote in Jeder junge Jude (Every Young Jew, 1934): 

And so it happened, that almost every 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 row. (Marrying a Christian woman)38 

 

His spiritual evolution followed a varied path, incorporating the Judaism of his 

birth, Catholicism,39 and Lutheranism,40 as well as interests in numerology,41 astrology, 

and metaphysics.42 Schoenbergôs library contained many diverse books related to his 

                                                 
 34ñArnold Schoenberg-Biography,ò Arnold Schºnberg Center 

ttp://www.schoenberg.at/index.php/en/schoenberg-2/biographie (accessed June 15, 2015). 

 35Raymond Coffer, ñArnold and Mathilde Schºnberg,ò Richard Gerstl (1883-1908) 

http://www.richardgerstl.com/arnold-and-mathilde-schonberg. 

 36Neighbor, Second Viennese School, 7-8. 

   37Mark DeVoto, ñArnold Schoenberg and Judaism: The Harder Road,ò Speech, Tufts University, 

1993, 2. 

http://www.google.com/url?sa=t&rct=j&q=&esrc=s&source=web&cd=1&ved=0CB8QFjAAahUKEwj5kb

rT9pLGAhXMHKwKHdDYAH g&url=http%3A%2F%2Fwww.tufts.edu%2F~mdevoto%2FSchoenberg.pd

f&ei=sGl_Vfn5Esy5sAXQsYPABw&usg=AFQjCNEky5QdI2YkABQINB1MkYveBrrqlw&bvm=bv.9551

5949,d.b2w (accessed June 15, 2015). 

 38Moshe Lazar, ñArnold Schoenberg and His Doubles: A Psychodramatic Journey to His Roots,ò 

Journal of the Arnold Schoenberg Institute 17/1&2 (June & November 1994), 42. 

 39Ibid., 110. Letter from Schoenberg at Chataqua to Gradenwitz in Berlin, July 20, 1934. 

Schoenberg responds to Gradenwitz regarding his earlier conversion to Protestantism saying 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 2004), 26. 

 41Colin Sterne, Arnold Schoenberg, The Composer as Numerologist, Lewiston: Edwin Mellen 

Press, 1993, 3. In the sketch of ñLied ohne Worteò (undated, but from his early compositions), Schoenberg 

wrote a numerological figure of the measure numbers in each section of the work, multiplied by the beat 

count with a reduction to a value of 5. 

 42Sabine Feisst, Schoenbergôs New World (New York: Oxford University Press, 2011), 58. In 

1941, the Dieterles (family friends also interested in astrology and numerology) convinced Arnold to name 

his son Lawrence rather than Roland because they deemed it an unlucky name. 
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spiritual interests.43 He married Zemlinskyôs sister, Mathilde, in 1901 and had two 

children: Gertrude, born in 1902, and Georg, born in 1906.44 

Around 1907, Schoenberg began painting seriously, leading to his first exhibition 

in 1910.45 He associated with Der Blaue Reiter (The Blue Rider), the German 

expressionist group, and contributed visual art and articles on music to their publication.46 

In studying Schoenbergôs art and music of that time, Courtney Adams has discovered 

similarities in subject matterðself-focus and alienationðas well as the use of texture, 

form, and rhythm. There is an autobiographical focus to Schoenbergôs art: 

Schoenberg often stated that his creativity was the product of inner necessity, the 

need to express the inner world rather than the visual world. In this sense, the 

portraiture of others relates to the visual world, while the self-portraits (and some 

of the visions and gazes) reflect the inner world and its isolation by means of the 

vague backgrounds and the emphasis on the eyes that Schoenberg saw as a mirror 

of the soul.47 

                                                 
 43ñSchoenbergôs Library,ò Arnold Schºnberg Center Archive, 

http://www.schoenberg.at/index.php/en/archiv-2/bibliothek (accessed July 3, 2015). Books on spirituality 

in Schoenbergôs library included: The Bible (German translation of Martin Luther), New Testament of the 

Bible (in Hebrew and English), the Koran, Testament to Astrology and Introductions to Astrology as a 

Secret Science (by his friend Oskar Adler), The Divine Comedy (Dante), Ancient Religion and Ancient 

Symbols (Bachofen), eleven books by Balzac (including his favorite, Seraphita), Of the kingdoms of nature 

of sound: Outline of a Phenomenology of Music (Bekker), Introduction to Metaphysics (Bergson), Georg 

Trakl (Buschbeck; inscribed by author), The God of Israel and Messiah (Cooper and Lipscomb), The 

mystery of man: Introduction to the study of occult sciences and Spiritualism (DuPrel), Emek Habacha 

[Vale of Tears](ha-Kohen; transferred from Hebrew into German, provided with a preface, notes, and 

registers and with Hebrew handwritten supplements enriched by Dr. M. Wiener), Concerning the Spiritual 

in Art (Kandinsky), eleven books by Kant (including Immanuel Kant's Universal Natural History and 

Theory of the Heavens), three books on Judaism by Klatzkin, Hands and what they say: 64 images 

(Koelsch), Anthroposophy: its nature and objectives (Ludwig), The spirit of the Jewish culture and the 

West (Muckle), four books by Nietzsche (including Thus Spake Zarathustra), The Indian philosopher 

Krishnamurti (Pisk), Divination (Ploderer), Stories of God (Rilke), Back to Methuselah: A metabiological 

Pentateuch (Shaw), Complete poetic works and a selection from his controversial writings (Silesius), and 

Strindbergôs works and Theological writings (Swedenborg). Titles are all in their English translations. 

 44ñArnold Schºnberg-Biography,ò Arnold Schºnberg Center. 

 45Ibid. 

 46Rosen, Schoenberg, 10-11. Cubist works of Picasso and Delaunay were included in The Blue 

Rider publications. Schoenberg was also interested in the cube as an artistic element. 

  47Courtney Adams, Artistic Parallels between Arnold Schoenbergôs Music and Painting (1908-

1912) (College Music Society, Scholarship and Research, vol. 35), October 1, 1995. 

http://symposium.music.org/index.php?option=com_k2&view=item&id=2111:artistic-parallels-between-
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Schoenbergôs main contribution in art was in expressionism from 1908 to 1912.48 

Expressionism in his visual art coincided with ventures away from tonality,49 and his first 

use of Sprechstimme. Schoenberg suffered from the infidelity of his first wife, who had 

an affair in 1908 with his art teacher, Richard Gerstl. Upon Schoenbergôs discovery of the 

affair, Gerstl committed suicide.50 If Schoenbergôs music reflects his inner world, as did 

the self-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 cycle Das Buch der hängenden Gärten 

(1908-09), 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.51 Arnold and Mathilde remained married for the sake of the children until her 

                                                                                                                                                 
arnold-schoenbergs-music-and-painting-1908-1912&Itemid=124 (accessed June 15, 2015). Over one-

quarter of Schoenbergôs paintings are self-portraits, which was a common theme among Expressionists. 

Adams groups paintings titled ñVisionsò and ñGazeò among the self-portraits. 

  48Ibid. Eight significant atonal works were composed during this period: the 

operas, Erwartung (Op. 17) and Die glückliche Hand (Op. 18); Das Buch der hängenden Gärten (Op. 15); 

the song Herzgewächse (Op. 20); Pierrot lunaire (Op. 21) for voice and chamber ensemble; an orchestral 

work, Five Pieces for Orchestra (Op. 16); and two sets of piano pieces, Three Piano Pieces (Op. 11) 

and Six Little Piano Pieces (Op. 19). See MoMA Learning, ñExpressionism,ò The Museum of Modern Art, 

New York. http://www.moma.org/learn/moma_learning/themes/expressionism (accessed June 15, 2015). 

Expressionism in the arts flourished in Germany and Austria from 1905 to 1920 as a reaction to 

impressionism and tension surrounding WWI. 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 member of the Der Blaue Reiter led by Vasily Kandinsky and Franz Marc. 

 49Arnold Schoenberg, ñProblems of Harmony,ò in Style and Idea, 283. Schoenberg despised the 

term ñatonal.ò He preferred ñnon-tonal.ò 

 50Raymond Coffer, ñGerstl and Schºnberg-The Story,ò Richard Gerstl (1883-1908), 

http://richardgerstl.com/the-story (accessed May 17, 2015). 

 51Arnold Schºnberg, ñThe Book of the Hanging Gardens,ò Compositions, Arnold Schºnberg 

Center, http://www.schoenberg.at/index.php/en/joomla-license-3/15-gedichte-aus-rdas-buch-der-

haengenden-gaertenl-op-15-1908-1909. 
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ñdeath in 1923.52 In 1924, Schoenberg married again,53 at the age of fifty, to Gertrud 

Kolisch, sister of his pupil and friend, the violinist, Rudolph Kolisch.54 

In 1925, Schoenberg returned to Berlin, where he taught composition at the 

Prussian Academy of Arts until his immigration to the United States in 1933.55 Although 

he reconverted to Judaism in Paris in 1933, the children of his second marriage were 

raised in his wifeôs Catholic faith. Schoenberg explained his choice in a letter to 

Stokowski: 

ñI am Jewish. But Mrs. Schoenberg is a katholic [sic] and she is about a quarter of 

a century younger than I. I assumed, she will be longer together with my children 

than I. So I allowed them to be also katholic [sic].ò56 

 

Schoenbergôs daughter Dorothea Nuria was born in 1932 in Barcelona. His sons 

Ronald and Lawrence were born in 1937 and 1941 in Los Angeles, where Schoenberg 

settled with his second family. Schoenberg taught music theory and composition at the 

University of Southern California in 1935 and at The University of California, Los 

Angeles, from 1936 to 1944.57 

Schoenbergôs creative output initially subsided upon his arrival in the United States 

but was revived by several commissions, including the Piano Concerto Op. 42 (1942) and 

                                                 
 52Coffer, Richard, Gerstl (1883-9018), http:/richardgerstl.com/thesis-2/key-documents/viktor-

kruger-to-gertrud-schoenberg-10-august-1954 (accessed June 15, 2015). Letter from Viktor Krüger to 

Gertrud Schoenberg, 10 August 1954. 

 53ñArnold Schºnberg-Biography,ò Arnold Schºnberg Center. 

 54Neighbor, Second Viennese School, 12-13. Rudolf was violinist in a string quartet that 

championed Schoenbergôs chamber music throughout the 1920s and 30s. 
  55Arnold Schönberg Center - Information, ñArchive-Catalog-Music,ò Psalm 130. 

http://major.schoenberg.at/ compositions/allewerke.php (accessed Mar. 28, 2014). 

 56Sabine Feisst, Schoenbergôs New World: The American Years. Loc. 2481. Kindle Edition. 

 57ñArnold Schºnberg-Biography,ò Arnold Schºnberg Center. Schoenberg and his wife became 

naturalized U.S. citizens in 1941. 

http://www.schoenberg.at/
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the Phantasy for Violin Op. 47 (1949).58 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. I 

am delighted to add another unplayable work to the repertory. I want the concerto 

to be difficult and I want the little finger to become longer. I can wait.59 

 

A heart attack in 1946 rendered Schoenberg a physical invalid.60 This slowedð

but did not stopðhis creative output, which continued until his death in 1951. 

#Ȣ 3ÃÈÏÅÎÂÅÒÇȭÓ #ÈÏÒÁÌ #ÏÍÐÏÓÉÔÉÏÎÓȡ  
Schoenberg began and ended his career writing choral music. Indeed, he wrote 

more music for chorus than any other medium, often writing the texts, too.61 In 1895, 

Schoenberg took his first professional positions as conductor of choruses in several small 

Austrian towns: the Mºdling Choral Society, ñFreisinnò (the Meidling Menôs Choral 

Society), and the Stockerau Metalworkersô Singersô Union.62 His charming piece for a 

Cappella mixed chorus, ñEi du L¿tte,ò was composed in the same year and is typical of 

his early tonal works, which are reminiscent of Brahms, whom he revered for his music 

and his work ethic. In his ñHeart and Brain in Music,ò Schoenberg quotes BrahmsðñA 

good theme is a gift of Godòðand GoetheðñDeserve it in order to possess it.ò63 While 

Brahms destroyed ñeverything he did not consider worthy of publication before he 

                                                 
 58Dorothy Lamb Crawford, A Windfall of Musicians: Hitlerôs £migr®s and Exiles in Southern 

California, 107. 

 59Ibid., 108. 

 60Shaw and J Auner, 27. 

 61 Robert Specht, Relationships 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 Text (accessed April 1, 2015). 

 62ñArnold Schönberg-Biography,ò Arnold Schºnberg Center. 

 63Schoenberg, ñHeart and Brain in Music [Herz und Hirn],ò Style and Idea, 67. 
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died,ò64 Schoenberg kept meticulous records of his sketches.65 He emulated Brahms by 

mentally composing counterpoint while taking walks, then writing the results down from 

memory. This was true of Schoenbergôs First String Quartet, Op. 7: ñUsually taking 

morning walks, I composed in my mind 40-80 measures complete in almost every detail. 

I needed only two or three hours to copy down these large sections from memory.ò66 In 

contrast, the 55 measures of ñDe Profundisò took over two weeks and produced multiple 

sketches. 

Gurrelieder, composed in 1900 and 1901 and orchestrated throughout the next ten 

years, was perhaps his best-received choral composition.67 It garnered a standing ovation 

at its premiere68 and was praised for its use of form and harmony to delineate the 

characters.69 Originally intended as a song cycle on Danish poems for soprano and tenor, 

it evolved into a large-scale work for soli, chorus, and orchestra. Schoenbergôs uncle, 

Hans Nachod, sang the role of ñWaldemar.ò70 This was also the first time Sprechstimme 

                                                 
 64Ibid. 

 65ñNotes from the Archive: Catalogue of Works and Sources,ò Arnold Schºnberg Center 

Newsletter, 2013, ed. 25, 8. 

 66Schoenberg, ñHeart and Brain in Music,ò Style and Idea, 61. 

 67Schoenberg, Arnold Schoenberg Self-Portrait, 115. Schoenberg wrote to James Fassett in 1949, 

ñPerhaps the Columbia Broadcasting System is right in reminding me by performing excerpts from 

Gurrelieder that before I became 75, I had to be 25; or, in other words, that the perfection of maturity 

allows for the imperfections of youth. Besides this raises the hope, that at my next anniversary, in let us say 

50 more years, I might be celebrated by performing works of my last period.ò 

 68Mark DeVoto, ñThoughts on a Centenary,ò The Boston Musical Intelligencer, February 24, 

2013. (Accessed June 12, 2015.) 

 69Walter Frisch, ñGurrelieder (1900ï1901),ò The Early Works of Arnold Schoenberg, 1893ï1908 

UC Press e-books edition. Berkeley: 1993. 

http://publishing.cdlib.org/ucpressebooks/view?docId=ft5t1nb3gn&chunk.id=d0e6394&toc.id=&brand=uc

press (accessed June 15, 2015). 

 70Dika Newlin, ñArnold Schoenberg,ò Encylopedia Brittanica, 

http://www.britannica.com/biography/Arnold-Schoenberg (accessed June 29, 2015). 
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was written in a choral setting.71 Schoenberg also established characters in ñDe 

Profundisò and allowed choral Sprechstimme to play an expressive role. 

Sharon Mabry credits Schoenberg with the development of Sprechstimme, noting 

that it was an outgrowth of the popular German melodrama movement where spoken text 

was given a musical accompaniment.72 Pierrot lunaire Op. 21, featuring twenty-one 

melodramas for speaking voice, piano, flute (alternating with piccolo), clarinet 

(alternating with bass clarinet), violin (alternating with viola), and cello is perhaps the 

most famous example of his use of Sprechstimme.73 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 heads at all.74 

Schoenbergôs notation for Sprechstimme evolved over time and was still under 

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

1974.75 A significant change took place in ñOde to Napoleon,ò where he used a single 

line for Sprechstimme with relative pitches notated above, below, or on the line. 

Schoenberg varied his notation even within Op. 50; the Sprechstimme in ñDe Profundisò 

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

                                                 
 71It was more famously introduced in 1912 in the solo work, Pierrot lunaire Op. 21. 

 72Sharon Mabry, Exploring Twentieth-Century Vocal Music: A Practical Guide to Innovations in 

 Performance and Repertoire, New York: Oxford, 2002 (Google Play), 73-74. 

 73Schoenberg, ñPierrot lunaire Op. 21,ò Arnold Schºnberg Center Archive, Compositions, 

http://www.schoenberg.at/index.php/en/joomla-license-3/rpierrot-lunairel-op-21 (accessed June 30, 2015). 

 74John Alfred Poellein, ñNew Choral Techniques: An Historical Analytical Study,ò University of 

Illinois at Urbana-Champaign, D.M.A., diss. 1974. 15. ProQuest, 302668097 

http://search.proquest.com.mutex.gmu.edu/docview/302668097?accountid=14541 (accessed June 25, 

2015). 

 75Boris Schwarz, ñFestivals, Vienna,ò The Musical Times, October 1974, no. 1580, vol. 115, 873. 

Musical Times Publications Ltd. http://www.jstor.org/stable/959894 (accessed June 24, 2015). 
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heads, and in Modern Psalm Op. 50C it is written on a single line staff as in Ode to 

Napoleon.76 

Berg further refined the use and types of Sprechstimme, distinguishing the stages 

between singing and speaking more clearly. According to John Alfred Poelleinôs 

research,77 Berg designated four types of Sprechstimme: 

1. Ordinary speech; 

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

stems; 

3. Half-singing (or half-speaking), with a new notation of horizontal lines on note 

stems; and 

4. Parlando78 singing, indicated by the absence of note heads.79 

 

Mabry states that ñOne cannot assume that Schoenberg, or any of the composers 

who employed this technique after him were seeking an extension of the singing style by 

using Sprechstimme.ò80 

ñFriede auf Erdenò [Peace on Earth] Op. 13, composed in 1907, was a sacred 

Christian work and Schoenbergôs last tonal choral composition. Despite a triumphant 

ending in D major, its extreme chromaticism foreshadows his later serial style. This work 

is often programmed together with ñDe Profundis.ò Based on a poem by Conrad 

Ferdinand Meyer, ñFriede auf Erdenò incorporates violent images amidst the plea for 

peace. Webern wrote to Schoenberg regarding the work, ñHave you even heard your 

                                                 
 76Poellein, 16-17. Hollow note heads and crosses were used in Gurrelieder and Moses und 

Aron.The Sprechstimme in Modern Psalm Op. 50C includes accidentals. 

 77Ibid., 21. 

 78ñDavid Fallows.ò Grove Music Online. Oxford Music Online. Oxford University Press. 

http://www.oxfordmusiconline.com.mutex.gmu.edu/subscriber/article/grove/music/20927 (accessed May 

17, 2015). Parlando is a term indicating that the voice should ñapproximate speech.ò 

 79The term Sprechstimme is used consistently in literature to describe the declamatory speech in 

Schoenbergôs many works, despite the various differences in notation or interpretation. This paper will 

refer to the notation of rhythmic speech as Sprechstimme. 

 80
Mabry, 74-75. 
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chorus at all? In that case, do you know yourself how beautiful it is? Unprecedented! 

What a sound! Thoroughly exciting.ò81 Originally intended to be a Cappella, Schoenberg 

created an instrumental accompaniment to support the singers of the Singverein, ñbecause 

without it [the accompaniment] Schreker cannot risk it with his young choir. It is an 

accompaniment that makes secure intonation possible but is not to be regarded as a 

compositionally necessary part of the work!ò 82 Schoenberg offered that woodwind 

instruments could be used to support the singers as needed in both ñFriede auf Erdenò 

and ñDe Profundis.ò83 Webern also created a piano reduction of  ñFriede auf Erdenò as a 

rehearsal aid, as Peter Gradenwitz did for ñDe Profundis.ò84 

Robert Specht states that ñFriede auf Erdenò ñexhibits pervasive interconnection 

of text and music, primarily by such means as thematic cross-reference and tonality.ò85 

Therese Muxeneder, archivist of the Arnold Schönberg Center, suggests: 

The use of consonance and dissonance, the differentiation of homophonic and 

polyphonic techniques corresponds to an allegorical view 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 Schönberg Center, Compositions, ñFriede auf Erden,ò 

http://www.schoenberg.at/index.php/de/joomla-license/friede-auf-erden-op-13-1907 (accessed June 15, 

2015). In 1923, Schoenberg wrote to the conductor Hermann Scherchen to thank him for performing 

ñFriede auf Erden,ò but lamented that he no longer believed peace on Earth was possible (Anton Webern to 

Arnold Schönberg, November 1928). 

 82Poellein, ñNew Choral Techniques: An Historical Analytical Study,ò 17. Schoenberg scored the 

accompaniment for double woodwinds, two horns, and string quintet. 

 83Schoenberg to Vinaver, Letter of May 29, 1951, Arnold Schönberg Center, Correspondence, ñI 

wonder what happened with my Hebrew psalm?ò 

http://www.schoenberg.at/letters/search_show_letter.php?ID_Number=5896 (accessed June 15, 2015). 

ñThere is no objection of mine against using with every voice a woodwind instrument to keep intonation 

and rhythm in order: because this is always my main demand and deem it more important than the so called 

ópureô sound of voices.ò 

 84Arnold Schoenberg, ñFriede auf Erden,ò Schottôs Sºhne, J.W. Pepper 

http://www.jwpepper.com/3066701.item#.VXxlh1VViko (accessed June 13, 2015). 

 85Robert Specht, ñRelationships between text and music in the choral works of Arnold 

Schoenberg,ò Abstract, iii (accessed June 15, 2015). 
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interpreted by means of a major/minor polarity that is occasionally tempered by 

the church modes.86 

 

As in ñFriede auf Erden,ò there is a great degree of allegorical text painting and 

tonal reference in ñDe Profundis.ò 

Schoenbergôs only choral work from his expressionist period was the Drama mit 

Musik [drama with music], Die glückliche Hand [The Hand of Fate], begun in 1910. It is 

scored for a solo baritone, two choruses in Sprechstimme (six-voiced men and six-voiced 

womenôs choirs), and two actors who pantomime.87 Generally, Schoenberg composed 

quickly and without hesitation,88 but he uncharacteristically interrupted work on Die 

glückliche Hand. 

In 1911, Schoenberg wrote to Berg, ñIôve lost all interest in my works. Iôm not 

satisfied with anything any more. I see mistakes and inadequacies in everything. Enough 

of that: I canôt begin to tell you how I feel at such times.ò89 When he resumed work on 

Die glückliche Hand in 1912 or 1913, Joseph Auner notes that Schoenberg introduced 

many ideas that were not present in the initial sketches and were contrary to the athematic 

nature of expressionism, including counterpoint, recurring themes, and a clear formal 

design.90 These design elements and Sprechstimme are also significant in ñDe Profundis.ò 

                                                 
 86Arnold Schºnberg Center, Compositions, ñFriede auf Erdenò 

http://www.schoenberg.at/index.php/en/joomla-license-3/friede-auf-erden-op-13-1907 (accessed June 13, 

2015). 

 87ñDie gl¿ckliche Hand,ò About this Recording, 8.557526 - SCHOENBERG, A.: Chamber 

Symphony No. 2 / Die gluckliche Hand / Wind Quintet (Craft) (Schoenberg, vol. 8), Naxos 

http://www.naxos.com/mainsite/blurbs_reviews.asp?item_code=8.557526&catNum=557526&filetype=Ab

out+this+Recording&language=English (accessed June 20, 2015). 
 88Schoenberg, ñHeart and Brain in Music,ò Style and Idea, 61. 

 89Simms, ñNew Uses of the Voice,ò The Atonal Music of Arnold Schoenberg: 1908-1923. (New 

York: Oxford, 2000), 113. 

 90Jennifer Shaw and Henry Auner, Cambridge Campanion to Arnold Schoenberg (Cambridge: 

Cambridge University Press, 2010), Google Play, 143. 



17 

 

In 1912, Schoenberg wrote91 that he was interested in writing an oratorio of 

modern man, an atheist who possesses ñsome residue of the ancient faith (in the form of 

superstition), wrestles with God and finally succeeds in finding God and becoming 

religious.ò92 This interest resulted in Die Jakobsleiter [Jacobôs Ladder],93 a twelve-tone, 

incomplete oratorio for soli, mixed chorus, and large orchestra.94 

There are many similarities in philosophy and musical symbolism between Die 

Jakobsleiter and ñDe Profundisò that will be explored in this paper. In each, there is an 

autobiographical focus reflecting Schoenbergôs search for answers about religion and his 

struggles in life with religious persecution. 

Schoenberg sought a librettist, but in the end wrote his own libretto for Die 

Jakobsleiter, based on the Balzac novel Seraphita. He held the novel in high regard, even 

telling his dear friend, Alma Mahler, that Seraphita was ñthe most splendid book that 

exists.ò95 The book matched Schoenbergôs belief in the ñcontinual progress of mankind 

toward higher forms of understanding, and the role of the genius as a prophet who could link 

the past and the present with the future.ò96 

                                                 
 91Willi Reich, Schoenberg-a critical biography (1968; reprint: New York: Praeger Publishers, 

1971), 87. A letter to Richard Dehmel, the poet of Verklärte Nacht. 

 92Arnold Schoenberg Letters in ñMark DeVoto Public Lectures and Papers.ò Arnold Schoenberg 

and Judaism: The Harder Road. http://major.tufts.edu/~mdevoto/Publications.htm. Tufts University 

(accessed April  10, 2013), 2-3. 

 93Specht, ñRelationships between text and music in the choral works of Arnold 

Schoenberg,òAbstract, ii i. 

 94Neighbor, Second Viennese School, Ibid, 11. 

 95Letter of 11 November 1913, transcribed in Arnold Schonberg, 1874-1951:Lebensgeschichte in 

Begegnungen, ed. Nuria Non-Schoenberg (Klagenfurt: Ritter, 19912): 125 in Bryan R. Simms, ñOn the 

road from Earth to Heaven.ò The Atonal Music of Arnold Schoenberg from 1908-1923 (New York: Oxford 

University Press, 2000), 151. 

 96Ibid. 

http://www.tufts.edu/~mdevoto/Publications.htm
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Schoenberg made strong thematic use of the number six in Die Jakobsleiter, 

choosing to explore approaches to religion through six main characters:97 Seraphita (an 

angel), the Other One (the devil), the Angel Gabriel, the Chosen One, the Dying One/the 

Soul (dual character), and the Monk. Seraphita is a six-winged seraph. The number six is 

pervasive: six directions, two choruses of six parts each by gender, an opening six-note 

motive that is repeated six times, and a six-note chord in measure six provides the 

complement of the first set.98 Thematically, there is a drive to bring oppositesðsuch as 

matter and spiritðtogether to become one, and Sprechstimme is used to clarify themes 

and characters.99 

In an audio interview, Schoenberg compared his sense of spatial awareness in art 

to his music composition.100 He wrote about musical space in his essay, ñComposition 

with Twelve Tones (I),ò in all capital letters: 

ñTHE TWO-OR-MORE-DIMENSIONAL SPACE IN WHICH MUSICAL 

IDEAS ARE PRESENTED 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 co-operation, [sic] even as no single word alone can 

express a thought without relation to other words. 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 remote points.ò101 

 

                                                 
 97David Schroeder, ñArnold Schoenberg as poet and lyricist,ò Religious and Political Ideas in the 

Works of Arnold Schoenberg (New York: Garland Publishing, Inc., 2000), 51. 

 98Tito M. Tonietti, ñDie Jakobsleiter, twelve-tone music, and Schºnbergôs Godsò (Vienna June 26-

30 2002, Schönberg und sein Gott), University of Pisa ï Italy. 4. 

http://major.dm.unipi.it/~tonietti/schogodse2w.pdf (accessed April 1, 2015). 

 99Specht, ñRelationships between text and music in the choral works of Arnold Schoenberg,ò 

Abstract, iii. 

 100ñExcerpt from Interview with Arnold Schoenberg,ò 7:10, 

https://youtube.com/watch?v=Fd61jRM6Chw (accessed March 30, 2015). 

 101Schoenberg, ñComposition with Twelve Tones (I),ò Style and Idea, 220. This statement aligns 

very closely with the tenets of the Kabbalah and will be discussed more in depth later in the paper. 
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Tito Toniettiôs description of Arnold Schoenbergôs 1922 drawings helps define 

this space as not only musical, but philosophical: 

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

wrote: ñAtheisten, Sozialisten, Indifferenten, Zionisten ... [atheists, socialists, 

indifferents, Zionists] ...ò or he drew rows ordered in ascending scales, above the 

heading ñGliederung des Judentums [Structure of Jewry].ò He thought he could 

classify the Jews by means of these cubes, ordering them in accordance with their 

origin - West, East, Far East -, in accordance with their political positions - 

nationalists, internationalists (indifferent), orthodox, socialists (communists), 

conservatives (fascists). (Schönberg 1992, 352; Tonietti 200?, ch. 58) But why 

did he use the cube?102 It contains the six directions: ñOb rechts, ob links, 

vorwärts oder rückwärts, bergauf oder bergab [Right or left, forward or 

backward, uphill or downhill]ò which he used at the beginning of óJacobôs 

Ladder.ô He used six notes for the scale of the earth ...103 C#-D-E-F-G-Ab.104 

 

The Angel Gabriel sings the opening line quoted above (Ob rechts). Gradenwitz 

states that many see a reflection of Schoenbergôs own ñaesthetic creedò in this passage: 

Whether right or left, whether forward or backwardðone must always go on 

without asking what lies before or behind one. That should be hidden; you ought 

toðnay, mustï-forget in order to fulfill your task. 105 

 

Of significance in the unfinished oratorio is the character the ñChosen One,ò who 

departs from the idea of Nietzsche's Übermensch to seek an individual path to God. 

Notably, the Chosen One sings a twelve-tone row that is symbolic of Schoenbergôs 

musical mission and a philosophical representation of the Divine.106 Schoenberg may 

have projected himself into the character of the Chosen One. He wrote that he was ñnot 

                                                 
 102Arnold Schoenberg Center, Image Archive, CR196. 

http://www.schoenberg.at/resources/pages/view.php?ref=8961&k=&search=&offset=48

&order_by=relevance&sort=DESC&archive=0. Schoenberg drew intersecting cubes for the set 

design in his play about a Jewish homeland, Die Biblische Weg. He also sketched the scenery on a 

cardboard box (cube) CR 210. 

 103Tito M. Tonietti, ñDie Jakobsleiter, twelve-Tone Music, and Schönbergôs Gods,ò Arnold 

Schönberg und sein Gott - Arnold Schönberg and His God. Bericht zum Symposium, 25. 

 104Ibid., 6. 

 105Peter Gradenwitz, The Music of Israel (New York: W.W. Norton & Co, 1949), 197. 
 106Tonietti, ñDie Jakobsleiter, twelve-tone music, and Schºnbergôs Gods,ò 1. 
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destined to continue in the manner of óTransfigured Night,ô Gurrelieder, or even Pelleas 

and Melisande. The Supreme Commander had ordered me on a harder road.ò107 

Klára Móricz makes an interesting association between the blocks of horizontal 

and vertical hexachordal sets that clash against one another in ñDe Profundisò and 

Schoenbergôs description of the six dimensions of space in Die Jakobsleiter: 

Blocks of the primary and inverted sets are contrasted, paired, and made to clash 

against one another, creating the imaginary musical space that would dissolve 

direction, as Schoenberg described it in Die Jakobsleiter.108 

 

Figure 2 shows Schoenbergôs simultaneous use of all four permutations of the row 

in parallel, horizontal lines, while Figure 3 illustrates the vertical and diagonal spatial 

arrangement. 

 

                                                 
 107Schoenberg, ñOn Reviens Toujours,ò Style and Idea, 109. 

 108Klára Móricz,ñTaste for the Things of Heaven,ò in Jewish Identities (Berkeley: University of 

California Press, 2008), 315. 
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Figure 2: Horizontal placement of all four row permutations in ñDe Profundis,ò m. 14. 
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Figure 3: Vertical and diagonal row arrangement in ñDe Profundis,ò mm. 17-18. 

 

 

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

writer, to the death scene in Die Jakobsleiter.109 Schoenberg wrote a line from the 

oratorio, ñI am rising higher and higher,ò in the margin of Willetteôs obituary; Willette 

declared on his deathbed, ñNow I am ascending straight up, always up, continuously 

                                                 
 109Móricz., 300. 
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without stopping, quick as an arrow-straight into Paradise.ò110 In Die Jakobsleiter, 

Schoenberg explores how prayer leads humanity up the ladder to God.111 The role of 

prayer as the path to God is a central theme of ñDe Profundis.ò 

Schoenberg continued work on Die Jakobsleiter through 1922ðand again in 

1944ðbut it was never completed. Naomi André suggests that Schoenberg was unable to 

finish his large-scale religious compositions because he felt inadequate in the face of 

God.112 The rising prayer, the twelve-tone method, Sprechstimme, numerical 

relationships, musical structure, and motifs of Die Jakobsleiter are revisited in ñDe 

Profundis.ò 

In 1922, Schoenberg wrote to Kandinsky from war-ravaged Vienna, expressing his 

growth toward a more spiritual view of life:113 

When oneôs been used, where oneôs own work was concerned, to clearing away all 

obstacles often by means of oneôs immense intellectual effort and in those eight 

years found oneself constantly faced with new obstacles against which all 

thinking, all power of invention, all energy, all ideas, proved helpless, for a man 

for whom ideas have been everything it means nothing less than the total collapse 

of things, unless he has come to find support, in ever increasing measure, in belief 

in something higher, beyond.114
 

 

The public rejection of Schoenbergôs work was due at least in part to his Jewish 

heritage.115 Schoenberg first encountered anti-Semitism in 1921, at Mattsee, where he 

                                                 
 110Alexander L. Ringer, Arnold Schoenberg, The Composer as Jew (Oxford: Clarendon Press, 

1990), 178. 

 111Merle Armitage, Schoenberg (1937; Reprint: Westport: Greenwood Press, 1977), 173. 
 112Naomi Andr®, ñReturning to Homeland,ò Political and Religious Ideas in the Works of Arnold 

Schoenberg. 262. 

 113Charles Rosen, Schoenberg (1975; reprint: Chicago: The University of Chicago Press, 1996), 

11. Schoenberg was not only friends with Kandinsky, but also a member of the Der Blaue Reiter [The Blue 

Rider] expressionist painter group founded by Kandinsky. 

 114André, 264. 

 115David Nirenberg, Anti-Semitism in Western Music, http://www.newrepublic.com/article/books-

and-arts/magazine/111240/dark-counterpoint (accessed June 16, 2015). 
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was forced to leave the resort because he was a Jew.116 As a result, Schoenberg began to 

turn more and more to explore his Jewish roots in his music.117 He broke off relations 

with Kandinsky in 1923 over rumors of Kandinskyôs anti-Semitic comments.118 

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

[When] I walk along the street and each person looks at me to see whether Iôm a 

Jew or a Christian, I canôt very well tell them Iôm the one that Kandinsky and 

some others make an exception of, although that man Hitler is not of their 

opinion.119 

 

In 1923, Schoenberg officially publicized his Method of Composing with Twelve 

Tones,120 and in 1925, 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 first serial choral works: Vier Stücke für gemischten Chor 

[Four Pieces for Mixed Chorus], Op. 27,121 Drei Satiren für gemischten Chor [Three 

Satires for mixed chorus], Op. 28 (1925-26),122 and the unfinished opera Moses und Aron 

(1923-1937).123 He also wrote the play Der biblische Weg (1927).124 

                                                 

 116ñArnold Schönberg-Biography,ò Arnold Schºnberg Center.  

 117Stuart Jeffries, ñSchoenbergôs Moses und Aron: the opera that come complete with an orgy,ò 

theguardian-Opera, http://theguardian.com/music/2014/may/15/schoenberg-moses-und-aron-opera-orgy 

(accessed June 16, 2015). 

 118ñArnold Schönberg-Biography,ò Arnold Schºnberg Center. 

 119David Isadore Lieberman, ñSchoenberg Re-writes His Will,ò Political and Religious Ideas, 206. 

 120Ibid. 

 121Gregg Smith (Conductor of the Gregg Smith Singers), interview by Mary-Hannah Klontz, Aug. 

25, 2015. This is Gregg Smithôs favorite Schoenberg work. 
 122Arnold Schönberg Center - Information, ñArchive-Catalog-Music,ò Drei Satiren für 

gemischten chor (Three Satires for Mixed Chorus) Op. 28 (1925/26) 

http:// schoenberg.at/index.php/en/joomla-license-sp-1943310036/drei-satiren-fuer-gemischten-chor-op-28-

1925-1926 (accessed June 16, 2015). 

 123Moshe Lazar, ñArnold Schoenberg and His Doubles: A Psychodramatic Journey to His Roots,ò 

Journal of the Arnold Schoenberg Institute 17/1&2 (June & November 1994), 66. Schoenberg made brief 

sketches for Der biblische Weg which chronicled the establishment of a Zionist state in Africa. 
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In the unfinished opera Moses und Aron, built on a single tone row, Schoenberg 

highlights the role of Aron as the one chosen to interpret the word of God (as revealed to 

Moses) in a way that the common people could understand. Kenneth Marcus states that 

this work and Die Jakobsleiter ñrepresented the composerôs almost agonized longing to 

experience unity and understanding with God.ò11 It is noteworthy that he wrote the text for 

both of these works based on Jewish themes at a time when anti-Semitism was building. 

ñDe Profundisò is also based upon a single combinatorial row divided into hexachords.125 

Sprechstimme plays an important but very different role in each. In Moses und Aron, the 

speech represents Godôs voice,126 but in ñDe Profundisò it seems to represent the 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 found in Moses und Aron took a 

secular turn in Op. 27 and a rather combative one in Op. 28. Spechtôs analysis of Vier 

Chorstücke, Op. 27, and Drei Satiren, Op. 28, reveals creation and manipulation of the 

row to expressively set these texts. In addition, Schoenberg in Op. 28 ñadopts, for satiric 

purposes, principals [sic] of row transposition analogous to tonal proceduresðprinciples 

which later became his standard method of structuring serial compositions.ò127 The Three 

Satires were written as a biting backlash to criticisms of his work. He was especially 

irritated by those: 

                                                 
 125Michael Cherlin, Schoenbergôs Musical Imagination (Cambridge: Cambridge University Press, 

2007), 237. 

 126M·ricz, ñA Taste for Things of Heaven,ò Jewish Identities, 313. 

 127Specht, Robert John, Jr. Case Western Reserve University, ProQuest, UMI Dissertations 

Publishing, 1976. 7712012. Abstract, iii-iv. 
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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 the óéistsô in whom I can only see mannerists.128 

 

In the first of the satires, Am Scheideweg, Schoenberg uses a C major triad built 

into the row placed on the word ñtonal.ò129 This purposeful use of tonality can be 

compared to the tonal aspects of the ñDe Profundisò row and to the deliverance from the 

ñdepthsò of the critical reaction to Schoenbergôs works. 

Sechs Stücke [6 Pieces] for Male Chorus, Op. 35, was written in 1930 as a 

commission from the German Workersô Singersô Federation. The male chorus had been a 

mainstay of German society since the 1860s, with significant contributions to the 

repertoire from Schubert, Schumann, Mendelssohn, and Bruckner, but the chorus had 

begun to fall out of favor by this time. The commission was intended to modernize the 

repertoire for the male chorus.130 It is impressive that these difficult works were first 

performed by an amateur chorus, and from memory, no less. It is also significant, 

moreover, that the German Workersô Singersô Federation arranged for a pre-concert 

lecture to prepare the audience for the new sounds they would hear.131 The performance 

by an amateur choir and the pre-concert lecture are important topics for discussion in 

regard to ñDe Profundisò and Schoenbergôs choral works in general. 

                                                 
 128Arnold Schönberg Center - Information, ñArchive-Catalog-Music,ò Drei Satiren für 
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Schoenberg spent much of 1931 and 1932 in Barcelona, where he went to restore 

his health.132 During this time, he completed the second act of Moses und Aron.133 He 

wrote to the Academy in October 1931 advising them of his doctorôs recommendation to 

spend more time in the warm climate of the South,134 also choosing to remain there to 

escape the Nazi partyôs mounting opposition to his music.135 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 his contract, which 

provided that he could choose the months that he would teach in Berlin and that until 

receipt of the letter, he was still within his contractual rights.136 In January, the ñmonths 

offò had expired, but Schoenberg was delayed in returning due to an unusually heavy 

snowfall in Barcelona.137 

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 in a May 1932 letter to Dr. Joseph Asch in New 
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Schoenberg in Barcelona, January 1932. 

 137Arnold Schoenberg Letters, no. 139, February 13, 1932, 160. Letter from Arnold Schoenberg to 
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York. In this letter, he mentioned that 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 daughter, Dorothea 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 Barcelona and avoid returning to the ñswastika-swaggerers and pogromists in 

Berlin.ò138 

By July 1932, Schoenberg was back in Berlin,139 where a dark chapter of 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 on March 18, 1933, that he would be removed from his 

position on December 31.140 Schoenberg chose to leave immediately following the 

announcement, fearing for his safety. He fled to Paris, where he reconverted to Judaism, 

as witnessed by fellow artist Marc Chagall.141 

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. He 

taught briefly at the University of Southern California, followed by a period at the 

University of California, Los Angeles, from 1936 to 1944. Schoenberg supplemented his 

                                                 
 138Arnold Schoenberg Letters, no. 139, February 13, 1932, 163. Letter from Arnold Schoenberg in 
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part-time university teaching with private composition students, including John Cage.142 

He also enjoyed playing tennis regularly with composer George Gershwin143 and devised 

a system of notating the movements of the game for later review.144 

Schoenberg found it difficult  to adjust to life in the United States, especially as the 

threat to his family and friends in Europe grew dire.145 Music provided an outlet for his 

angst and a means to integrate into the Jewish community in Los Angeles.146 He wrote 

significantly about Zionism in the 1930s, including the 1938 essay ñA Four-Point 

Program for Jewry,ò which advocated for a Jewish home in Africa. In this essay, he 

stated, ñI offer the sacrifice of my art to the Jewish cause. And I bring my offer 

enthusiastically, because for me nothing stands above my people.ò147 This commitment to 

the Jewish cause resulted in his greater interest in composing music on Jewish themes. 

Schoenberg wrote his first liturgical piece, Kol Nidre, Op. 39, in 1938.148 Kol 

Nidre is a prayer of repentance recited on the eve of Yom Kippur [Day of Atonement], the 
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holiest day of the Jewish year, an opportunity to ñcome to terms with oneôs identity and 

oneôs faith.ò149 The narrator delivers a ñKabbalistic (a type of Jewish mystical) tale 

dealing with the creation of light and extolling the virtues of piousness and humility.ò150 

The invitation to compose the Kol Nidre came from a German immigrant, Rabbi Jacob 

Sonderling, founder of the Society for Jewish Culture, a Jewish Reform Temple in Los 

Angeles. Sonderling established a congregation of Jewish immigrants from Germany and 

Austria and sought compositions for the liturgy from Austrian émigré composers including 

Ernst Toch, Erich Korngold, and Arnold Schoenberg. The first performance of Kol Nidre 

took place in the Ambassador Hotel in Los Angeles, where local studio musicians 

performed, with Sonderling serving as the officiant.151 Schoenbergôs setting of Kol Nidre 

is in English for an SATB choir and rabbi narrator. He based it upon a liturgical cantus 

firmus in a relatively tonal setting, but it was deemed inappropriate for the liturgy 

because of Schoenbergôs departure from the traditional text.152 ñDe Profundisò was also 

intended for the liturgy and based upon a liturgical cantus firmus, although the 

resemblance is not immediately apparent. 

Schoenberg retired from UCLA in 1944, although he continued teaching privately 

and gave a series of lectures at the University of Chicago and in Santa Barbara.153 In 

1945, he accepted an unusual commission to join a consortium of contemporary 
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composers in creating the Genesis Suite, commissioned by Nathaniel Shilkret of the 

Victor Recording Company. Among those who contributed a movement was Igor 

Stravinsky, with whom Schoenberg had a tense relationship. Rehearsals were carefully 

arranged so that the two were never present at the same time.154 Schoenberg composed 

the first movement, ñPrelude,ò for orchestra and wordless chorus. Two striking features 

in ñPrelude,ò sculpting tonal sonorities within the twelve-tone work and scoring a soloist 

who remains singing after the chorus drops out, are also used dramatically in ñDe 

Profundis.ò 

The Milliken Archives for Jewish Music describes the Prelude: 

Schoenbergôs pre-Creation world is not the murky chaos one might expect. From 

the beginning, order is defined by the 12-tone row. The piece opens with the row 

divided into two phrases, using tuba and violins. The movement is ñprebiblicalò 

and does not employ the narrator; nor does it utilize the chorus until the very 

conclusion. It is both intriguing and ironic that Schoenbergôs ordered atonality 

ultimately resolves to the tonal C major. In the final three bars, the chorus enters 

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

single soloist.155 

 

In 1946, Schoenberg suffered a nearly fatal heart attack that left him an invalid.156 

Despite his weakened post-heart attack status, Schoenberg had a burst of creativity in 1947 

that resulted in the composition of A Survivor from Warsaw Op. 46 for narrator, menôs 

chorus, and orchestra in only thirteen days.157 It is a dramatic portrayal of the horror of 

the Warsaw Ghetto and concentration camps of the Nazi Holocaust. Although 
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Schoenberg had premonitions of the Holocaust,158 he left Germany before the physical 

violence began. He suffered terribly nonetheless and can be considered a survivor of the 

horrors of Holocaust.159 His daughter Gertrude160and her husband remained and narrowly 

escaped from Vienna in 1938 to come to the United States. His niece, Inge Blumauer, 

and her husband, Werner, were not as fortunate. They were shot and killed by the 

Werwölfe in 1945.161 Schoenberg also lost his brother Heinrich, who was euthanized by 

the Nazis, and a cousin, Arthur Schoenberg, who died in the Theresienstadt concentration 

camp.162  

Schoenberg seems to have ñassembled his various impressions of the Jewish 

ghettos, Nazi occupation, and the concentration camps to arrive at his own dramatic 

synthesis of the experienceò in A Survivor from Warsaw.163 A narrator frames the story in 

Sprechstimme that is notated on a one-line staff with relative pitches.164 The horrific 

scene is heightened not only by the narration, but also by the use of three languages: 

German, English, and Hebrew.165 Each language in Survivor from Warsaw serves a 

separate function: the narration (Sprechstimme) is in English for present events and in 
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German for the past. Hebrew is the only language that is sung, and it is used for the ritual 

prayer, Shema Yisrael [Hear, O Israel].  The unison setting of the prayer for menôs voices 

is the climax of the work. The row is presented in a straightforward manner, and the 

setting of the text is significant. According to Camille Crittenden: 

The opening forte sixteenth-half note pattern (Schôma) [an alternate 

transliteration] acts as a battle cry against the injustices suffered by those who 

pray, a choral parallel to the trumpet call of the oppressor that opens the piece. 

The first line of the choral prayer, ñhear, O Israel, the Lord is our God,ò calls 

attention to the fact both that it is sung aloud (ñHearò) and to the fact that it is 

sung by a collective (ñour Godò)... The final phrase reflects both the literal 

meaning of the text (ñwhen thou risest upò) and the sense of strength and rebellion 

in its sharply rising contour.166 

 
Crittenden also asserts that in setting the Schôma Israel in a unison statement of 

the tone row, Schoenberg equates faith and salvation with twelve-tone music. Schoenberg 

explained, ñAs for me, in this struggle, only the Idea can be victorious.ò167
 The 

association between Hebrew, tone row, and salvation is vitally important in ñDe 

Profundis.ò 

Some authors have described A Survivor from Warsaw as an expression of 

Schoenbergôs renewed faith or a ñpersonal parable,ò but there are certain contradictions. 

Schoenberg was, indeed, very passionate about the Jewish cause, but he did not publicly 

celebrate Jewish life.168 It is unlikely that he learned Hebrew, although his library 
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contained the Torah and an Haggadah (Passover booklet) in German and Hebrew.169 

Given his motherôs legacy of cantors and his work with Rabbi Sonderling on the 

pronunciation guide for the Shema Yisrael prayer, he was exposed to the language in the 

oral tradition.170 While M·ricz states that, ñSchoenbergôs spiritual quest was more of a 

transcendental endeavor than a religious pursuit,ò171 Schoenberg may have elected to 

keep his religious beliefs private. For instance, he kept his adherence to numerology 

private. Ringer states: 

While the more macabre implications of Schoenbergôs numerological concerns 

have received at least passing attentionðnot surprisingly, given the nature of 

human natureðtheir fundamental importance for a considerable portion of his 

creative output has been virtually ignoredé.He [Schoenberg] who was reluctant 

to speak out on esthetic and/or ethical matters of importance to him, left 

remarkably few numerological cluesé.It hardly seems logical to expect open 

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 Moses, and 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 no beginning 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 links him 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 arithmetically.172 
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contained The New Testament (in German and Hebrew), The Holy Bible (in German) and the Koran (in 

German). 
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Ringer further asserts that Schoenberg was not only interested in numerology, but 

the Jewish mysticism from which it descended.173 An excerpt by Gershom G. Scholem, 

author of Major Trends in Jewish Mysticism, provides a glimpse of this complex topic: 

The German Hasidim were in the habit of counting or calculating every 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 the Hasidism, prominence is given for the 

first time to certain techniques of mystical speculation which are popularly 

supposed to represent the heart and core of Kabbalism, such as Gematria, i.e. the 

calculation of the numerical value of Hebrew words and the search for 

connections with other words or phrases of equal value; Notarikon, or 

interpretation of the letters of a word as abbreviations of whole sentences; and 

Temurah, or interchange of letters according to certain systematic rules.174 

 

According to Ringer, Jewish mysticism was a popular interest among ñEuropean 

artists and writers in Pre-World War I and beyond.ò175 Schoenberg encountered Jewish 

mysticism when he visited Prague in 1912 to deliver a lecture and was enveloped in the 

celebration of Rabbi Yahuda Löw. Löw was a sixteenth-century Jewish scholar, famous 

not only for his interpretation of the Jewish Law but also his knowledge of the Kabbalah 

[. (Lºw was an ancestor of Schoenbergôs mother.) The Prague celebration also focused 

on the astronomer Johann Kepler, a member of the intellectual circle that included Rabbi 

Löw (known as the Maharal), Johannes Faustus, and Tycho Brahe. The groupôs 

influence: 
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left repeated traces in Keplerôs Harmonice Mundi [The Harmony of the World] 

where scientific observation, astrology, cabbalistic [alternate transliteration] 

reasoning, and Pythagorean conceptions 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 God.176 

 

Keplerôs treatise addressed natureôs model for music, stressing the importance of 

dissonant tensions and divine, pre-ordained, six-part polyphony.177 Schoenbergôs Prague 

lecture was on Mahlerôs late symphonies. When discussing the Ninth Symphony, he told 

the audience, ñIt seems as though this work must have a concealed author who used 

Mahler merely as his spokesman, his mouthpiece.ò178 

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 

universe) was described in Schoenbergôs 1944 lecture, ñComposition with Twelve 

Tones.ò Swedenborgôs heaven as described by Balzac had a ñprofound effect upon Die 

Jakobsleiter.ò179 Ringer compares the completed ñDe Profundisò to the unfinished Die 

Jakobsleiter and Moses und Aron. Each of the unfinished works ñbreaks off with the 

protagonist in a prayer-stance, manifestly unable to find fulfilment [sic] through 

prayer.ò180 In the ending of the completed section of Die Jakobsleiter, the soprano soloist 

ascends higher and higher on the ñladder of prayer.ò181 Likewise, in ñDe Profundisò the 
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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 attempts at Die 

Jakobsleiter (1915-1917) secreted away, allowing access to only a select few. Even 

though he had already established a publishing agreement with Universal Editions, he 

published nothing between 1915 and 1921. Schoenberg was searching for new inspiration 

in 1911 when he wrote to Berg, ñIôve lost all interest in my works.ò182 The 1912 trip to 

Prague may have inspired him to incorporate ideas from the Kabbalah and Keplerôs 

astronomy. In 1922, Schoenberg revealed to his student Josef Rufer, ñI have discovered 

something that will guarantee the supremacy of German music for the next hundred 

years.ò It is presumed that Schoenberg was speaking of his twelve-tone method, which he 

began in 1921 but did not reveal at the time because he ñforesaw the confusion which 

would arise.ò183 Joan Peyser speculates that Schoenbergôs obsession with numbers caused 

the delay, because he waited until the year 1923ðaligned with the Opus numberðto 

publish Fünf Klavierstücke [Five Piano Pieces] Op. 23, his first twelve-tone work.184 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 note-row 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 shaped rhythmically into three motives. The 
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accompaniment gives the same succession of notes, starting, however, with 

another note, and partly collecting them into chords.185 

 

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

fifth  movement.186 The cyclic nature of the tone row is reminiscent of Ein-sof [Heb. ˭ ˧ː˞ 

˱̡˯; ñThe Infinite,ò lit. that which is boundless], the name given in Kabbalah to God 

transcendent.187 Schoenberg described the influence of Swedenborgôs heavenly, infinite 

space upon his development of the twelve-tone method: 

The unity of musical space demands an absolute and unitary perception. In this 

space, as in Swedenborgôs heaven (described in Balzacôs Seraphita), there is no 

absolute down, no right or left, forward or backward...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.188 

 

Many works of Schoenberg have been analyzed with numerology, producing 

thought-provoking results. The numerological analysis of Dreimal tausend Jahre Op. 

50A, asserts a connection to the Solomonôs Temple in Jerusalem, the subject of the 

poem.189 Op. 50B may have similar number symbolism, as illustrated in Table 1. 

In addition to any spiritual motivations, the composition of A Survivor from 

Warsaw was also financially propelled, as it was an intended commission by Corinne 

Chochem, a New York dancer. Schoenberg wrote to Chochem to say that he planned to 

incorporate her description of the doomed Jews in the Warsaw Ghetto singing a Jewish 

                                                 
 185ñF¿nf Klavierst¿cke [Five Piano Pieces] Op. 23,ò Arnold Schºnberg Center-Compositions, 

http://www.schoenberg.at/index.php/en/joomla-license-3/fuenf-klavierstuecke-op-23-1920-1923 (accessed 

July 4, 2015). Quoted from Erwin Stein: New Formal Principles, 1924. 

 186Schoenberg used the numbers 3 and 7 significantly in Pierrot lunaire Op. 21. (Sterne, 59.) 

 187ñEin-sof,ò The Jewish Virtual Library, Encyclopaedia Judaica. (© 2008 The Gale Group. All 

Rights Reserved.) http://www.jewishvirtuallibrary.org/jsource/judaica/ejud_0002_0006_0_05655.html 

(accessed July 4, 2015). 

 188Schoenberg, Style and Idea, 223. 

 189Colin C. Sterne, Arnold Schoenberg, The Composer as Numerologist (Lewiston: The Edwin 

Wellen Press, 1993), 175. 
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prayer before meeting their death. Chochem was unable to raise the funds for the 

commission and asked Schoenberg to complete the work for the good of the Jewish 

people. Schoenberg declined the request, stating, ñI have done throughout my whole life 

so much for idealistic ends (and so little has to be [sic] returned to me in kind) that I have 

done my duty.ò190 This was in direct contrast to his statement thirteen years earlier: ñI 

offer the sacrifice of my art to the Jewish cause.ò191 Schoenberg had grown tired, sick and 

discouraged by the horror of the Holocaust and by his inability to support himself and 

both families through his composition. In the end, the Koussevitzky Foundation provided 

a grant to commission A Survivor from Warsaw.192 The Koussevitsky Foundation also 

provided a grant to publish ñDe Profundis.ò193 

Schoenbergôs daughter Nuria spoke of her fatherôs dualistic nature: 

He was gentle and he was severe, and he was angry and he was sweet, 

and he was happy and he was sad, and I think he was all the things that 

everyone else is, to a much more intensified degree.194 

 

This dualistic nature can also be seen in Schoenbergôs writing in both tonal and 

non-tonal styles, with an increasing blend of the two in his latter years, as found in ñDe 

Profundis.ò It must be noted that Schoenberg did not strive to eradicate or reinstate 

                                                 
 190Camille Crittenden,ñTexts and Contexts of A Survivor from Warsaw, Op. 46,ò Political and 

Religious Ideas in the Works of Arnold Schoenberg. New York: Garland Publishing, 2000, 247. 

 191Andr®, ñReturning to a Homeland, Religion and Political Context in Schoenbergôs Dreimal 

tausend Jahre,ò Political and Religious Ideas in the Works of Arnold Schoenberg. NewYork: Garland 
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 192Crittenden, 247. 

 193Arnold Schoenberg Center, Letter from Gradenwitz to Mrs. Schoenberg, December 13, 1951. 

GS III I35, E-mail attachment from Theresa Muxeneder, Sept. 18, 2014. ñDe Profundisò was obtained for 
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tonality in his compositions. For him, it was always a matter of expressing the musical 

idea coherently and authentically. He wrote to René Leibowitz in 1947 on this topic: 

Under the term of loosening the ñrigorò of the treatment of the twelve tones you 

probably mean the occasional doubling of octaves, occurrence of tonal triads and 

hints of tonalities. Many of the restrictions observable in my first works in this 

style, and what you call ñpure,ò derived more theoretically than spontaneously 

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 I am today conscious that it is 

a question of 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 of 12-tone composition is: production of 

coherence through the use of a unifying succession 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 the treatment of the classics: because such a 

treatment is impossible. I do not know where in the Piano Concerto Op. 42, a 

tonality is expressed.195 

 

After Survivor, Schoenberg composed choral works on solely Jewish themesð

excluding the Three Folksongs Op. 49 that had originally been written as solo folk song 

arrangements in 1930 but were arranged for four-part a Cappella chorus in 1948. These 

folk songs from the fifteenth and sixteenth centuries were in ancient church modes and 

given a tonal setting that accommodated the modes.196 Schoenberg incorporated the sense 

of ancient music in ñDe Profundisò by including elements of Renaissance structure and 

modal elements of Jewish chant. Regarding the incorporation of older styles, Schoenberg 

                                                 
 195Arnold Schoenberg, Arnold Schoenberg Self-Portrait, 102. 

 196André, Political and Religious Ideas in the Works of Arnold Schoenberg, 260. 
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stated, ñAlmost every composer in a new style has a longing back to the old style (with 

Beethoven, Fugues).ò197 

ñIsrael Exists Againò (1949) was an unpublished and unfinished work for chorus 

and orchestra to commemorate the newly formed State of Israel.198 It is set in English, 

depicting the emigration of Europeôs Jewish population.199 ñDe Profundis,ò also written 

to commemorate the State of Israel, is written in Hebrew only, with a definite preference 

that there be no English text.200 The choice of Hebrew for ñDe Profundisò reflects the 

founding of Israel as the Jewish homeland, where the people revived the ancient language 

of their faith. 

Schoenbergôs final work, Opus 50,201 1949-1951, contained Dreimal tausend 

Jahre Op 50A (originally Op. 49B),202 ñDe Profundisò (Psalm 130) Op. 50B, and Modern 

Psalm Op. 50C.203 

Dreimal tausend Jahre Op. 50A,204 based on the poem ñGottes Wiederkehrò 

[Godôs Return] by Dagobert D. Runes,205 was completed on April  20, 1949. Originally 

classified as Op. 49B, it was grouped with Op. 49A, the aforementioned setting of three 

                                                 
 197Arnold Schoenberg, Arnold Schoenberg Self-Portrait, 102. 

 198Charlotte M. Cross and Russell A. Berman,ñEditorôs Introduction,ò Political and Religious 

Ideas, xxi. 

 199Crittenden, ñTexts and Contexts of A Survivor of Warsaw,ò Political and Religious Ideas, 241. 

 200Hoffman (for Schoenberg) to Vinaver, Letter from July 24, 1950, Arnold Schönberg Center-

Correspondence, ñYour letter from July 19 touched me very much,ò 

http://www.schoenberg.at/letters/search_show_letter.php?ID_Number=5504 (accessed June 16, 2015). 

 201Schoenbergôs Opus numbers often correspond to the year in which he completed the work. In 

this case, ñDe Profundisò Op. 50B, the mainstay of this opus was completed in 1950. Op. 50A (written in 

1949) was not originally part of this opus. Op. 50C was begun in 1950 and left unfinished at his death in 

1951. 

 202André, Political and Religious Ideas in the Works of Arnold Schoenberg, 261. 

 203Thomas Michael Couvillon, Jr. Text and Structure in Schoenbergôs Op. 50 and Original 

Composition, Symphony No.1. Ph.D. Dissertation, Louisiana State University. 2002. 

http://etd.lsu.edu/docs/available/ etd-1106102-114007/unrestricted/Couvillon_dis.pdf 

 204Walter Rubsamen, The Musical Quarterly, vol. 37, no. 4 (Oct., 1951), 481. 

  205Arnold Schoenberg, Dreimal tausend Jahre: Godôs return, Op. 50A, (Mainz: Schott, 1955). 
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German folk songs commissioned by the German government and published in 1930. In 

reclassifying Dreimal tausend Jahre as Opus 50A, Schoenberg effectively divorced this 

composition from its earlier German association and honored its sacred text about the 

destruction of the Temple of Jerusalem three thousand years ago by grouping it with the 

other sacred works.206 

ñDe Profundisò Op. 50B is the only work Schoenberg set exclusively in 

Hebrew.207 The invitation to compose it came from Chemjo Vinaver, a well-known 

Chasidic cantor and choral director in New York City.208 Vinaver was working at the 

behest of the Jewish Agency for Palestine, which in 1950 directed him to request of 

Schoenberg a composition for mixed a Cappella chorus with a Hebrew text to be 

included in the The Jewish Anthology of Music209 as a tribute to the new State of Israel. 

Schoenberg asked to submit a completed workðhis Kol Nidre210 or Dreimal Tausand 

Jahre211ðbut Vinaver insisted that he must have a liturgically appropriate selection in 

Hebrew.212 
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Schoenberg responded on June 2, 1950, saying 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 

transcription of a 1910 Chassidic Polish chant in Ashkenazic Hebrew with a translation 

and guide to accentuation of the Modern Hebrew text.213 After receiving the materials 

from Vinaver, Schoenberg was encouraged to continue composing. He responded on 

June 24, 1950, with thanks for the materials and a tentative promise to complete the 

composition in the ñnot too distant timeðif my health allows it.ò214 He went on to say, ñI 

also profited from the liturgical motif you sent me, in writing approximately a similar 

expressionéò215 Schoenberg completed ñDe Profundisò just eight days later, on July 2, 

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 book Jewish Identities, Kl§ra M·ricz discusses Schoenbergôs setting of 

Psalm 130 in the context of a prior commission from Cantor David Putterman of Park 

Avenue Synagogue in New York.216 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 be finished in a short time. Putterman sent English translations of 

                                                 
 213Anthology of Jewish Music, Chemjo Vinaver, ed. (New York: Edward B. Marks Music Corp., 

1954), 2010. A version of this chant is included in the Anthology of Jewish Music, preceding Schoenbergôs 

ñDe Profundis.ò The score sent to Schoenberg was written by hand and in Sephardic Hebrew, but the 

version in the Anthology of Jewish Music is in Ashkenazic Hebrew. 

 214Anthology of Jewish Music, 203. 

 215Ibid. 
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five Psalms (numbers 90 to 95) and Mi Chomocho [Who is Like Unto Thee], a traditional 

response to the Shema from Exodus 15:11, all of which were refused by Schoenberg. His 

response was that they were not only too long, but that they were not in touch with his 

current feelings about God. 

Instead, Schoenberg began work on a compilation of texts of his own choosing 

from Exodus 15 and Psalms 24 and 29.217 The 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) 

Thou hast 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 his [sic] tribulations. (Psalm 24:22)218 

 

Putterman was encouraged by the inclusion of the English text for Mi Chomocho, 

but insisted that Schoenberg use the original Hebrew. Schoenberg made an attempt, but 

then dropped the composition altogether. As in his sketches for ñDe Profundis,ò 

Schoenberg drafted first a tonal (here a key signature of C minor) and then a twelve-tone 

setting with combinatorial rows for the Putterman commission. When Schoenberg was 

approached with the opportunity to write a work for The Anthology of Jewish Music, he 

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

                                                 
 217Schºnbergôs library contained a Psalter in which he had underlined text in Psalm 94 and 95 

(http://www.schoenberg.at/scans/JabrefData/biblio_estate.html). These psalm texts also speak of Godôs 

deliverance from enemies. 

 218Móricz, 311. 
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ask for his text to be returned but was told it had been returned long ago. He instead 

turned to Psalm 130, provided by Vinaver.219 

Modern Psalm Op. 50C, was intended to be a multi-movement work but was left 

unfinished. Móricz states that Schoenberg was in a state of religious discontent, with a 

longing for a God who protected His people and punished their enemies.220 Schoenberg 

indeed spoke of this desire in a letter to his good friend and doctor in Berlin, Georg 

Wolfensohn, which included a small selection of the Psalm texts Schoenberg had been 

composing.221 In a letter to his childhood friend Oskar Adler, Schoenberg gave Modern 

Psalm Op. 50C a subtitle: ñPsalms, Prayers and other Conversations about God.ò222 

Schoenberg had been searching since 1912 for an 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 unfinished Die Jakobsleiter, which set the text of ñThe 

Ascent into Heavenò from Balzacôs Seraphita. His last attempt was with his own 

lyrics.223 Ultimately, Schoenberg wrote fifteen original psalm texts between September 

1950 and his death on July 13, 1951. Only one, First Psalm: Yet I Pray, was set to music, 

and it was left unfinished.224 Today it is known as Modern Psalm Op. 50C. 

Alexander Ringer discusses Modern Psalm Op. 50C in the context of 

Schoenbergôs other religious works, Jewish mysticism, and numerology. He states that, 

                                                 
 219Ibid., 310. 

 220Ibid., 311. 

 221Schoenberg to Wolfensohn, ñVor Allem meine allerherzlichsten Gl¿ckw¿nsche (Especially my 
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ñThe ascent of the soul on the ladder of prayer is a concept deeply rooted in Jewish 

mystical lore where it is, moreover, closely tied to numerological considerations.ò225 The 

role of prayer is a common theme in Die Jakobsleiter, Moses und Aron, Modern Psalm 

Op. 50C, and ñDe Profundis.ò 

The texts of Op. 50 highlight Schoenbergôs Zionism and intense longing for the 

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 

twelve-tone row: a testament to his lifeôs musical work. Sadly, Schoenberg was unable to 

finish his large projects Modern Psalm Op. 50C, Moses und Aron, and Die Jakobsleiter, 

due in part to his failing health and eyesight,226 but also due to his heavy teaching load. 

After he was forced to retire from UCLA, his small pension was insufficient to support 

his family. He applied for a Guggenheim Foundation grant to finish Moses und Aron and 

Die Jakobsleiter in 1945 but was rejected, requiring him to rely heavily on private 

teaching to supplement his income.227 

Schoenbergôs poor health also denied him the opportunity to visit the newly 

founded State of Israel when he was named the honorary president of the Israel Academy 

of Music in 1951.228 In a letter to the Israel Academy of Music, Schoenberg wrote: 

Those who issue from such an institution must be truly priests of art, approaching 

art in the same spirit of consecration as the priest approaches Godôs altar. For just 

as God chose Israel to be the people whose task it is to maintain the pure, true, 

Mosaic monotheism despite all persecution, despite all affliction, so too it is the 

                                                 
 225Alexander Ringer, ñFaith and Symbolïon Arnold Schoenberg's Last Musical Utterance," in 
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 226Stuckenschmidt, 494. 

 227Rosen, Arnold Schoenberg, 1-2. 
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task of Israeli musicians to set the world an example of the old kind that can make 

our souls function again as they must if  mankind is to evolve any higher.229
 

 

Schoenberg never visited Israel, too ill to travel. He died at the age of 76,230 at 

11:45 p.m. on July 13, 1951.231
 On this day that he had long dreaded because of its 

numerological significance,232 his final word was ñharmony.ò233 This seems an odd 

farewell for a composer best known for the emancipation of tonality. Perhaps the 

reference was not musical, but mystical. ñTifereth, the [Kabbalistic] principle of cosmic 

harmony or beauty,ò 234 is in the sixth position of the Tree of Life. This center position 

represents the ñHeartò of God, harmonizing and synthesizing all others.235 

 

                                                 
 229Neighbor, Second Viennese School, 23-24. 

 230Sabine Feisst, Schoenbergôs New World: The American Years (Kindle edition), Loc. 2488. 

Schoenbergôs funeral in Los Angeles was led by his longtime friend, Rabbi (Edgar) Magnin at Wayside 
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 231Neighbor, Second Viennese School, 17. 
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Figure 4: ñTree of Lifeò design of the Kabbalah. (Levi, 2009) 

 

Rudolph Kolisch wrote a poem in tribute to Schoenberg for his seventy-fifth  

birthday that captures the spirit of Schoenbergôs impact on the musical world: 

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 stream. 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 parabola. 

A new astronomical perception. 

Yet you have given us the true Dodecaphony.236 

 

$Ȣ 0ÕÂÌÉÃÁÔÉÏÎ ÁÎÄ $ÉÓÔÒÉÂÕÔÉÏÎ ÏÆ Ȱ$Å 0ÒÏÆÕÎÄÉÓȱ 
An interesting and somewhat confusing history surrounds the publication of ñDe 

Profundis.ò Several different editions bear the copyright of Israeli Music Publications, 

1953. The first of these was the aforementioned entry in The Jewish Anthology of 

Music.237 Schoenberg wrote to Vinaver: 

Thanks to your furnishing me the translation and accentuation of every word, it 

seems to me, that I might be able to finish the psalm in a not too distant timeðif 

my health allows it. I 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 me. I write a 12-tone piece. 

 

Using this occasion, I wonder whether there was set aside a fee from me. You 

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

would be pleased to receive some money for this piece. I do not expect as much 

as a regular publisher had to pay me. Usually I demand an advance of 10% of the 

first 2,000 copies. I leave it to you to pay me as much as you canðafter I deliver 

the music. 238 

  

The request for a suitable fee was a recurring theme with Schoenberg. He was a 

steadfast advocate for financial compensation, not only as a means to support his family 
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in Germany and America but also as a matter of honor and principle. 239 An agreement 

was made between Schoenberg and the Jewish Organization for Palestine to pay him a 

nominal fee.240 In August, Schoenberg wrote to thank Vinaver for the check received and 

included a ñblueprint copyò of the score for the Anthology.241 

The only change in music notation that Vinaver made was to place the time 

signature in each voice part, rather 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, including Dreimal tausend Jahre [Three 

Thousand Years] Op. 50A,242 and Die Jakobsleiter [Jacobôs Ladder]. Vinaver also made 

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

provided to Schoenberg.243 

                                                 
 239Letter from Schoenberg to his son, Georg, ñIch habe dir am 3. Mai ein Care Paket geschickt (I 
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This first edition in the Anthology retains the C clefs penned by Schoenberg in the 

mezzo-soprano, alto, and tenor voices.244 Vinaver had requested that the C clefs be 

changed to treble and bass clefs,245 but the affirmative response apparently came too 

late,246 or perhaps never arrived, as the modern clefs were not incorporated. All pitches 

are accurate; however, Vinaver omitted Schoenbergôs dramatic tempo change at the final 

verse in measure 42.247 The copyright is attributed to Arnold Schoenberg, 1950, and to 

Israeli Music Publications, 1953.248 

On May 29, 1951 (six weeks before his death on July 13, 1951), Schoenberg 

wrote to Vinaver asking about the progress of the publishing. He asked to proofread a 

copy of the submission to the Anthology and offered advice to offset the difficulty of the 

work: 

I wonder what happened with my Hebrew Psalm, composed for your anthology. 

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? I plan to make this 
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http://www.schoenberg.at/letters/search_show_letter.php?ID_Number=5622 (accessed June 16, 2015). 

 246Stuckenschmidt, Arnold Schoenberg, 483. Schoenberg relied on Gertrudôs nephew, Richard 

Hoffman, Jr., as his secretary and amaneusis. When Hoffman first arrived from his home in New Zealand, 

he lived with the Schoenbergs and studied with Arnold. ñHoffman Tribute,ò Oberlin College, 

http://oberlin.edu/con/bkstage/199912/hoffmanntribute.html (accessed April 18, 2015). 

Hoffman was appointed to Oberlin in 1956 and taught there for forty-five years. He also co-edited the 

Schoenberg Gesamtkunstwerk Ausgabe. 
 247Note that Schoenberg sent Vinaver a ñblueprint copyò as was his custom. The tempo change 

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. 
 248ñPsalm 130,ò Arnold Schoenberg Center Archives-Compositions, 

http://www.schoenberg.at/compositions/werke_einzelansicht.php?werke_id=303&herkunft=allewerke 

(accessed June 18, 2015). The archives of the Arnold Schönberg Center list the Israeli Music Publications 

edition as the Erstdruck (first edition) because this edition was the first to appear in print in 1953. The first 

edition licensed for printing was for Chemjo Vinaverôs Anthology of Jewish Music, which appeared in print 

in 1954. Since the Vinaver edition developed first chronologically, it is referred to as ñfirstò in this paper. 
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together with two other pieces a donation to Israel. This is why I 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, I 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. I 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 keep intonation and rhythm in order: because this is always my 

main demand and I deem it more important than the so-called ñpureò sound of 

voices.249 

 

On June 4, 1951, Vinaver responded to Schoenberg with an apology for the delay, 

stating he had not yet had an opportunity to perform the work with his professional 

chorus.250 Vinaver explained that he had been very busy with preparing the entire 

Anthology and had not had time to teach his chorus a new work. He promised to send a 

copy upon completion, but unfortunately Schoenberg died before he could receive it. 

Israeli Music Press (IMP), under the ownership of Peter Gradenwitz,251 obtained 

the copyright in 1953252 after much negotiation with Schoenbergôs widow, Gertrud,253 

and Vinaver. Gradenwitz wrote to Vinaver: 

I am, of course, 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 

                                                 
 249Hoffman (for Schoenberg) to Vinaver, ñI wonder what happened with my Hebrew Psalm?,ò 

Letter from May 29, 1951. 

 250Vinaver to Schoenberg ,ñI thank you for your letter of May 29,ò Letter from June 4, 1951, 

Arnold Schönberg Center-Correspondence, http://schoenberg.at/scans/DVD107/12749.jpg (accessed June 

16, 2015). 

 251Stuckenschmidt, Arnold Schoenberg, 489. Gradenwitz studied composition with Schoenbergôs 

student, Josef Rufer, and was married to the daughter of Schoenbergôs doctor in Berlin. 

 252Richard S. Hill, ñDe Profundisò (Psalm 130), Op. 50 B. Chorus a Cappella SSATTB by Arnold 

Schoenberg.ò Music Library Association Notes, Second Series. vol. 10 no. 4 (1953), 682-683. 

http://major.jstor.org/stable/893813 (accessed Feb. 23, 2013). 

 253Gradenwitz to Gertrude Schoenberg, ñContract Jan. 10, 1952. GS-V-J-2a,ò Correspondence 

between, digitized by Theresa Muxeneder, archivist, Arnold Schönberg Center. SatColl_S4_17_08-

digitized correspondence from ASV.pdf. E-mail from Theresa Muxeneder, Sept. 18, 2014. 
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expressly designated the Psalm for publication in 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 request that he should write the ñopus 1ò 

of a series of works that would be dedicated to the King 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 dedication made the 

publication of this work possible by making an outright payment of a considerable 

amount for the benefit of Mrs. Schoenberg.254 

 

Gradenwitz produced an edition with modernized clefs,255 and a piano reduction 

to aid in rehearsal.256 In addition to the missing tempo mark, other inaccuracies occurred, 

which were unfortunately perpetuated in subsequent editions based upon the Gradenwitz 

edition.257 This edition was distributed by Leeds Music Corporation in the United 

States.258 

The missing tempo marking may have been due to the lack of clarity in early 

reproduction technology. Gradenwitz worked from a photostat of the score provided by 

Schoenbergôs widow, Gertrud.259 He asked her about some of the markings, saying his 

                                                 
 254Letter from Gradenwitz to Vinaver, ñI have your communications dated December 24 and 

January 7,ò Jan. 18, 1952, Arnold Schönberg Center, GS-IG-5l, SatColl_S4_17_08-digitized 

correspondence from ASC.pdf. E-mail from Theresa Muxeneder, Sept. 18, 2014. 

 255Arnold Schoenberg, ñDe Profundisò (Psalm 130), Israeli Music Publications, USA: Leeds 

Music Corporation, New York. 1953. 23 pages. This edition is oblong, with introduction and titles in 

English and Hebrew. Song lyrics are in Hebrew with Roman transliterations. The Piano reduction is by 

Peter Gradenwitz, who wrote to Vinaver that choirs would not buy an entire anthology for their singers and 

that the clefs must be transposed for practical purposes, ñI have your communications dated December 24 

and January 7,ò Letter from Gradenwitz to Vinaver, Jan. 18, 1952, GS-IG-5l. 

 256ñSchºnberg in the Spirit of Mozart,ò YouTube video, 9:32, Arnold Schºnberg Center. 

Schoenberg did not compose at the piano, but he did ask his American college pupils to work from 

symphonic score reductions aid in the development of their aural training. 

 257Anne Wirth Schoenberg, E-mail to author, March 27, 2014. The Belmont edition is based upon 

the IMP edition. 

 258Schoenberg, ñDe Profundis,ò Israeli Music Publications, assigned to New York: Leeds Music 

Corporation, 1953. 

 259Luis Nadeau, ñChronology of Office Copying Processes,ò 1993. http://cool.conservation-

us.org/bytopic/repro/nadeau1.html (accessed Oct. 9, 2014). 
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copy might not have included the entire page.260 Gradenwitz, like Vinaver, missed the 

composerôs tempo change at measure 42.261 As a result, the ending of all but a single 

recording of ñDe Profundisò is performed at a much slower tempo than Schoenberg 

intended.262 The tempo change occurs at the final verse: ñIt is He who will redeem Israel 

from all their iniquities.ò Rather than a slow hymn, the ending is meant to be a 

celebratory march into the Temple. Similarly, in Die Jakobsleiter, when Die Seele 

reaches the seventh degree of the ladder, the soul flies away and the tempo increases.263 

Reading Schoenbergôs scores without key signatures is challenging due to the 

plethora of accidentals. This may have led to the misinterpretation of two pitches by 

Gradenwitz. He introduced G-naturals in the piano reduction of the directorôs edition on 

the last note of the alto part in measure 13 and in the soprano 2 part on beat 3 of measure 

14. 264 There is no natural sign at this point in the manuscript, Vinaver edition, or Schott 

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

accidentals. In 1931, Schoenberg wrote, ñGenerally speaking, all I ever did was to use 

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

                                                 
 260Letter from Gradenwitz to Mrs. Schoenberg, ñIt is quite some time since we last heard from 

each other,ò July 29, 1952, Schoenberg Archives, GSI65h. E-mail attachment. Therese Muxender to author, 

Sept. 18, 2014. SatColl_S4_17_08-digitized correspondence from ASC.pdf. Gradenwitz describes progress 

of the first publication. Ironically, Gradenwitz asked about a missing ñtuttiò which he speculated was at 

measure 42. The ñtuttiò was placed at measure 42 in this edition, but the tempo change which should have 

been included was not (Authorôs emphasis). 

 261Given that both Vinaver and Gradenwitz omitted the tempo change at m. 42, perhaps the tempo 

change could even have been added posthumously by Hoffman during the editing of the Gesamptausgabe. 

If Hoffman had assisted Schoenberg with dictation at any point, it seems plausible that he might have 

forgotten to include the desired tempo change and added it later during the editing process. 

 262See Appendix 11, 284. The recording of the Heidelberg Schola led by Walter Nussbaum is 

authentically accurate because he consulted the Chorwerke II edition. 

 263Tonietti, ñDie Jakobsleiter, twelve-tone music, and Schºnbergôs Gods,ò 6. 

 264Schoenberg, ñDe Profundis,ò Israeli Music Publications, 1953a, provided by Gregg Smith. 
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entirely in keeping with the older practice.ò265 But in his later years, he took the opposite 

approach, placing accidentals, including naturals, in front of nearly all notes.266 

The G-sharp can be verified by examining Schoenbergôs treatment of accidentals 

in ñDe Profundis.ò He placed an accidental deliberately when a new pitch was required. 

Each vocal line was distinct in following the traditional rule of accidentals. In this case, 

the G-sharp on beat 1 would carry into beat 3 unaffected by the G-natural sung in the 

bass 2 in that measure. Furthermore, the G-sharp fits the consistent pattern of hexachord 

organization established by Schoenberg,267 although there are what may be purposeful 

variations of the hexachord content later in the work. Gregg Smith, a Schoenberg expert, 

corrected these instances to a G-sharp in the score he used to record this work. 

 

                                                 
 265Schoenberg,ñRevolution-Evolution, Notation (Accidentals,)ò Style and Idea, 353. 

 266William E. Benjamin, ñAbstract Polyphonies,ò Political and Religious Ideas in the Works of 

Arnold Schoenberg, Footnote 55 (New York: Garland Publishing, 200), 38. Benjamin states that, ñHe 
[Schoenberg] usually notates the seven ówhiteô notes without accidentals except where the intention is to 

cancel preceding sharps or flats (as if the music were in C major). Sometimes, however, there are extra 

natural signs. Precisely for this reason, the notation is revealing. The absence of an accidental indicates a 

degree of stability for the white note in question, that is, some kind of tonal-functional status.ò This can be 

seen in the opening statement of ñDe Profundis,ò where E-flat progresses to A-natural. There was no need 

to use a natural symbol for A, and its use would elevate the ñtonal-functional statusò of the A-natural. This 

is the interval for Schoenbergôs monogram and Primal Cell. 
 267Measure 14 can be analyzed as Hexachord 1 in the Prime Row or Hexachord 2 in I-3. 
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Figure 5: Excerpt from Gregg Smithôs score, m. 13. The last note of the alto part in m. 13 is correct, but 

incorrectly marked as G-natural in the piano reduction. (Schoenberg, ñDe Profundis,ò Isreali Music 

Publications, 1953) 
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Figure 6: Excerpt of Gregg Smithôs score, m. 14. The G-sharp is penciled in the alto part for clarity, and the 

natural sign in the piano reduction is crossed out. (Schoenberg, ñDe Profundis,ò Israeli Music Publications, 

1953) 

 

MCA Music, the American agent for IMP, published a singerôs edition in portrait 

format.268 In this edition, the accidental signs placed in the piano reduction were 

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

                                                 
 268Arnold Schoenberg, ñDe Profundisò (Psalm 130), Israeli Music Publications, assigned to MCA 

Music, New York. 31 pages. Portrait with explanatory notes in English only. Lyrics 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 underlay, omitting the Hebrew characters and adding an unauthorized 

English lyric.269 

 

 
Figure 7: Schoenberg, ñDe Profundisò Op. 50B, MCA edition (U.S. Agent for IMP), displaying an error in the 

alto. The last note in m. 13 should be G-sharp. (Arnold Schoenberg, MCA Music, 1953) 

 

 

 
Figure 8: Schoenberg, ñDe Profundisò Op. 50B, MCA edition (U.S. Agent for IMP), displaying an error in the 

soprano. The G-natural in m. 14 should be G-sharp. (Arnold Schoenberg, MCA Music, 1953) 

 

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

Arnold Schoenberg,270 retains the original scoring and restores the music to the correct 

                                                 
 269ñYour letter from July 10 touched me very much,ò Letter from Schoenberg to Vinaver, July 24, 

1950. Schoenberg specifically stated that he wished the score to have the Hebrew characters with the sound 

of the language (transliteration) written below. ñI would prefer, if below the Hebrew letters there would be 

written in English letters the pronunciation so that at least people who want to know how it sounds can read 

it.ò 

 270Arnold Schoenberg, ed. Josef Rufer and Christian Martin Schmidt. Chorwerke II. (Mainz: A. 

Schottôs Sºhnne; Wien: Universal Edition. 1975), 141. Richard Hoffman was also a co-editor of this 

volume. He was a student of Schoenberg and on faculty at Oberlin Conservatory. Hoffman assisted Mrs. 

Schoenberg in her correspondence and negotiations with Dr. Peter Gradenwitz regarding ñDe Profundisò 
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pitches in measures 13 and 14 and to the correct tempo marking in measure 42. It 

contains only Hebrew characters and transliteration. The Hebrew transliteration, 

however, is not the modern version in use today.271 According to Nash and Jacobson, 

these alternate transliterations are rare, generally found in academic settings or when 

based on phonetics from another language.272 Although the critical edition is accurate, it 

is unwieldy because of the large size of the volume, archaic clefs, transliteration, and 

absence of a piano reduction. The single deviation from the manuscript is the placement 

of the 4/4 time signatures in the opening. In Schoenbergôs hand, the 4/4 is shared by three 

staves, and in the Schott, it is shared by two staves. The expansion of the bass staff 

improves readability. 

Belmont Music Publishers was established after Schoenbergôs death by his 

widow, Gertrud, and continues to be operated by his family.273 The company is dedicated 

to publishing Schoenbergôs scores and related academic writings.274 Belmont reprinted 

the MCA edition in 2003 as Belmont, BEL-1052. 

There are also variations among the editions in the layout of the score. The MCA-

Belmont edition is in portrait layout, whereas the IMP/Leeds edition is in oblong, 

landscape layout.275 The size of the font in the vocal parts is adequate in both, but the 

                                                                                                                                                 
Psalm 130. He would have had access to the original manuscripts in order to prepare the Gesaumtkuntswerk 

Ausgabe. 

 271Ethan Nash with Joshua Jacobson, Translations and Annotations of Choral Repertoire, Vol. IV: 

Hebrew Texts. (Corvallis: earthsongs, 2009), 9. Beginning in 1953, the Sephardic pronunciation of Hebrew 

became the norm in Israel and gradually throughout America. 

 272Ibid., 2-4. 

 273Belmont means beautiful mountain in French, the equivalent of Schoenberg in German. 

 274ñHome,ò Belmont Music Publishers-The Works of Arnold Schoenberg, 

http://schoenbergmusic.com/ (accessed April 18, 2015). 

 275 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 to turn pages after only a few measures. 

Belmontôs BEL-1052 is the only edition currently in print, and therefore, no 

accurate editions are available for purchase.276 Belmont is distributing the errata 

generated from this research with the current print copies277 and intends to publish this 

authorôs digital and print editions in the future.278 

 

                                                 
 276Sergey Khanukaev, Facebook message, June 10, 2015. The last copy of the IMP edition was 

purchased by Mr. Khanukaev, who was the director of the IMP after Peter Gradenwitz. IMP is no longer in 

business. 

 277See Appendix 3. 

 278For clarity, this author used courtesy accidentals throughout the digital edition. In the Finale® 

edition, the staff size can be enlarged as needed and the piano reduction may be printed as a separate part. 
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CHAPTER II: ANALYSIS OF ñDE PROFUNDISò 

A. The Text and Context of Psalm 130 
ñDe Profundisò is a setting of Psalm 130. The psalm is common to both the 

Hebrew and the Christian scriptures279 and is one of fifteen Psalms (numbers 120 to 135) 

that are Psalms of Ascent.280 Each begins with the phrase shir hamaôa lot [Song of 

Ascent]. It is believed that there were fifteen steps leading to the Temple at Jerusalem and 

that each successive psalm was chanted as the pilgrims moved up the steps.281 

Psalm 130 is a penitent prayer for forgiveness found in the Jewish liturgy on ñfast 

days, and during the ten days of repentance from Rosh Hashana to Yom Kippur.ò282 In 

addition, Psalm 130 can be recited in the final moments before death283 and to honor the 

dead at the graveside.284 Psalm 130 is also chanted for other occasions when there is a 

                                                 
 279ñPsalms-Introduction,ò The United States Conference of Catholic Bishops, 

http://www.usccb.org/bible/scripture.cfm?bk=Psalms&ch= (accessed April 1, 2015). 

Note that the Hebrew system of numbering Psalms is different than the Greek psalter. The New American 

Bible numbers the Psalms in the Hebrew system. Older editions list Psalm 130 as Psalm 129. 

 280ñLayout of the Psalm Manuscripts.ò http://www.musicofthebible.com/psalm_layout.htm. As 

one of the later Psalms, it is likely that is was written in the time of the Second Temple, c. 608-539 B.C.E. 

   281Naftali Silberberg, ñWhat is a Song of Ascent,ò Chabad.org, 

http://www.chabad.org/library/article_cdo/aid/655450/jewish/What-is-a-Song-of-Ascents.htm (accessed 

June 17, 2015). 

  282Ethan Nash with Joshua Jacobson, Translations and Annotations of Choral Repertoire, Vol. IV: 

Hebrew Texts. (Corvallis: earthsongs, 2009), 126-127. 

  283Zalman Goldstein. ñPrayers for the Final Moments,ò Chabad.org. 

http://www.chabad.org/library/article_cdo/aid/364288/jewish/Prayers-for-the-Final-Moments.htm 

(accessed Aug. 19, 2014). 

  284ñPrayers at the Graveside,ò Jewish Funeral Guide, http://www.jewish-funeral-

guide.com/tradition/graveside-prayers.htm (accessed Aug. 19, 2014). Schoenbergôs setting was sung at his 

graveside at the re-interment ceremony in Vienna in 1974. (Ena Steiner, ñArnold Schoenberg Centenary,ò 

Information Issued by the Association of Jewish Refugees in Great Britain, vol. XXIX, no. 9, (September 

1974), 8. http://www.ajr.org.uk/journalpdf/1974_september.pdf (accessed June 20, 2015).) 
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catastrophe or remembrance thereof, such as a Holocaust remembrance ceremony.285 

According to the Revised Common Lectionary of the Christian faith, Psalm 130 falls 

during the penitential season of Lent and on the Vigil of Pentecost.286 

Psalm 130 contains eight verses that can be interpreted either in pairs or in two 

larger sections of four verses. Verses 1 through 4 are pleas for help and forgiveness to 

God, and verses 5 through 8 are concerned with hope and salvation. This contrast between 

anguish and hope is heard throughout ñDe Profundis,ò as Schoenberg makes contrasts in 

dynamics, register, sung and spoken timbre, texture, pitch, and row relationships to 

represent this duality of the human experience. 

Each verse is set distinctly and for varying time spans. The critical notes for 

Schoenbergôs first religious work, Kol Nidre, reveal a precedent for intentional time span 

relationships 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 numbers of Schoenbergôs hieratic canon are 1, 3, 7, 11, and 22.287 

The numbers 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: the realm of the spirit, spirituality 

                                                 
  285Conversation with Cantor Abraham Cherrick, Sept. 10, 2014. 

  286ñFifth Sunday in Lent,ò Readings and Prayers, The Revised Common Lectionary. (Minneapolis: 

Augsburg Fortress, 1992.), 7. Psalm 130 falls on the fifth Sunday in Lent (Year A) or Vigil of Pentecost (an 

option for Years A, B, C). (See p. 12.) 
287Sterne, 108. Colin C. Sterne was a graduate of the University of Miami (Ohio), Juilliard 

Conservatory, and Paris Conservatory. He taught at the University of Pittsburgh for thirty-eight years and 

was a highly respected authority on the performance practice of medieval and renaissance music (Colin C. 

Sterne Obituary, Pittsburgh Post Gazette, July 25, 2008, http://www.post-

gazette.com/news/obituaries/2008/07/25/Obituary-Colin-C-Sterne-Influential-University-of-Pittsburgh-

music-professor/stories/200807250166, accessed July 10, 2015). 
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11: intuition, the visionary, the idealist 

22: power, the practical idealist whose vision changes our lives.288 

 

Sterne states that these numbers are used pervasively in Schoenbergôs work. 

Based on this use of the number canon as an autobiographical signature, Sterne refined 

the traditional meanings listed above within the musical context: 

10 (=1): unified shape plus content 

3: the work of art, particularly in its outer shape (also represented by the number 

21, Schoenbergôs life number and symbolic of his artistic process) 

7: the content of the work of art 

11: artistic inspiration 

22: supreme artist, the composer whose vision changes our lives289 

 

In the figure below, Schoenbergôs structure of the composition shows that the unit 

of measurement is the Master number 22, symbolic of the supreme artist. In each case, 

the number of measures [Takte] and time span in minutes are in proportion. 

 

Table 1: Structure of Schoenbergôs ñDe Profundis.ò 

 I. Orchestra 

Introduction 

II. Rabbi 

A Legend 

(Melodrama, 

which is 

Sprechstimme) 

III. Rabbi 

3 sections: In 

the name of,  

A light is sown, 

Today he must 

pray with us 

IV. Kol Nidre 

3 groups:  

Choir = song, 

orchestra = play, 

Rabbi = 

Sprechstimme 

Total 

Minutes = 

Measures 

divided by 

22 

2  1  1.5 4 187 

Measures 44  22  33 88 8.5 

Significance 2 x 4 = 88, 

which is length 

of Section IV. 

Part 2 = 22 

measures; in 

Sterneôs 

numerology = 

supreme artist 

Part 3 = 3 

sections and 33 

measures; 3 in 

Sterneôs 

numerology = 

artistic 

expression 

Part 4 = 88 

measures, 

divided by 22 = 

4. 

187 

measures = 7 

in Sterneôs 

numerology= 

content of 

the work 

                                                 
 288Ibid. 

 289Ibid, 108-109. 
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Figure 9: Schoenberg, Kol Nidre, Gliederungsplan der Komposition [structure of the composition]. (Chorwerke 

II, Reihe B, Band 19, 1977, 38) 

 

The Kol Nidre [all vows] shares the penitential theme of Psalm 130. The Kol 

Nidre is chanted on Yom Kippur [Day of Atonement]. Ringer states that in light of 

Schoenbergôs reconversion to Judaism, the Kol Nidre, which focuses on a reconciliation 

with God through the Jewish faith, would have been particularly meaningful.290 The 

apparent number symbolism in the structure of the Kol Nidre would support this theory 

based on Sterneôs analysis of the numerological meanings of the numbers 7, 11, and 22 in 

Schoenbergôs canon. In numerology, all multiples of the number 11 are considered 

                                                 
 290Ringer, Arnold Schoenberg, The Composer as Jew, 75-76. 


