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INTRODUCTION 

SYNAESTHESIA IN WESTERN ART 

While the universal debate over the role of the 

arts in civilized society continues, there appears to be 

general agreement as to the highly contagious qualities 

that accompany artistic communication. MacDonald Critchley, 

Emeritus President of the World Federation of Neurology, 

addresses this subject with particular consideration for 

synaesthetic experiences during musical perception. 

"Music is a strange thing," Heinrich 
Heine wrote. "I would almost say it 
is a miracle. For it stands half way 
between thought and phenomenon, between 
spirit and matter, a sort of nebulous 
mediator, like and unlike each of the 
things it mediates--spirit that re
quires manifestation in time and matter 
that can do without space .... we do 
not know what music is." ... Whether 
there really exists a true 'language of 
music' has long been debated. Someone 
has said that music belongs where 
language ends. l 

lMusic and the Brain: Studies in the Neurology 
of Music, MacDonald Critchley and R. A. Henson, ed. 
(London: William Heinemann Medical Books Limited, 1978), 
p. 217. 
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Composers, actors and artists have all shared in 

the search for the ideal moment of artistic communication. 

Often condemned as opportunists and charlatans, these 

creators have provided modern science with models of 

the artistic experience. This dissertation explores 

that facet of multi-sensory performance known as synaes-

thesia, i.e., the capacity to associate sounds with visual 

imagery of color, shape or gesture, and vice versa. 

"Sound is color, made audible, and color is sound 

made visible . . . " is a definition in Percy Scholes' 

excellent review of the history and evolution of synaes

thesia. 2 If, as the statement implies, this declaration 

was limited solely to the creative efforts of Edward 

Maryon (1857-1954) and his little-known color-sound 

system he termed Marcotone, its significance would pass 

quickly from the rhetoric of music theoreticians to 

oblivion. The fact that composers, artists and scientists 

alike have appeared with regularity proclaiming the 

aesthetic relationships that exist between audible and 

visual stimuli suggests a continuing study. 

The seventeenth-century Jesuit priest and pro-

fessor of mathematics and physics Athanasius Kircher 

• . called music 'the ape of light' and (1602-1680) " 

2 The Oxford Companion to Music, 9th ed., s.v. 
"Colour and Music." 
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said that everything visible could be made audible and 

vice versa ... 3 Although references to synaesthesia can 

be found in the writings of Plato and those philosophers 

that followed, this dissertation draws upon the present 

and immediate studies of the past century_ 

Serious study in synaesthesia and psychoacoustics 

commenced during the era of Darwin (Origin of Spec'ies, 

1859), Marx (Communist Manifesto, 1848), Nietzsche (1844-

1900), and Freud (1856-1939). Tracing the direct and 

indirect influences these revolutionary leaders of cha~ge 

had upon future generations 1S of less importance than 

recognizing the possibility of change that existed at 

virtually every level of artistic endeavor. 

The incandescent electric lamp, introduced in 

1879, and Lee de Forest's patented vacuum tube (1907) 

provided technological advances destined to revolutionize 

music and theatre alike. What Wagner dreamed of in 

staging and production became technical reality at the 

turn of the century. Adolphe Appia (1862-1928), an 

acknowledged disciple of the Wagnerian traditions of 

theatrical innovation, recognized the potential for 

synaesthetic staging in a 1904 published article. 

3 



Lighting in itself is an element the 
effects of which are limitless; 'once 
it is freed, it becomes for us what 
the palette is for the painter. All 
the color combinations become possible. 4 

With improving resources for dramatic staging and 

growing public awareness of social and psychological mat-

ters, the theosophical doctrines of Madame Blavat~ky 

naturally evolved at the end of the nineteenth century. 

Madame Blavatsky's concepts, as theatrically developed 

by Rudolph Steiner during the first decades of the twentieth 

century, are discussed in this dissertation as analytic 

speculation on Arnold Schoenberg's Die gluckliche Hand. 

Public interest in the phenomenon of synaesthesia 

reached a peak near the end of the nineteenth century 

and continued to influence artists well into the first 

quarter of the twentieth century. Observations of color-

sound phenomena were journalistically reported in an 

1890 edition of The Musical Times. 

An interesting question relating to 
the affinity between Sound and Colour 
has recently been discussed in the 
columns of a contemporary, a cor
respondent relating the case of a 
lady who expressed a like or dislike 
for a name, a line of poetry, a 
piece of music, &c., solely, as she 
asserted, because of the 'colour,' 

4Adolphe Appia, "Light and Space," Directors on 
Directing, Toby Cole and Helen Krich Chinoy, ed. 
(Indianapolis, Indiana: Bobbs-Merrill Educational Pub., 
1976.), p. 141. 
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and really appeared astonished that 
every letter, and the blending of 
a combination of letters, did not 
call up the sensation of a certain 
colour in the mind of everyone. . 
The writer of this article tells us 
that, to still further test this 
remarkable gift, he asked the lady 
to give him the colour of each 
letter of the alphabet, which he 
wrote down, putting away the paper 
for the present. At the end of a 
few days he again asked the colours 
of the letters, which were repeated 
without error. He then enquired 
what colour a certain word had, and, 
on mixing equal parts of colours forming 
the letters of the word, the colour 
given by her to the word appeared. 
There can be no doubt that this 
subject, hitherto treated hardly 
seriously, is now awakening some 
attention. 5 

The array of various color organs at the turn of 

the century (documented in Percy Scholes' article "Colour 

Organ," footnote 2) increased the resources available to 

serious composers. Scriabin's unique experience in color-

sound sensation, Prometheus (1910), could have established 

the foundations for twentieth century followers. "Except 

for a few unimportant Russian composers he [ScriabinJ had 

no direct disciples though his harmonic idiom, a radical 

example of early twentieth century anti tonal tendencies, 

doubtless indirectly influenced composers of the period. ,,6 

5The Musical Times, November I, 1890, p. 655. 

6Donald Jay Grout, A History of Western Music 
(New York: W. W. Norton, 1973), pp. 640-641. 
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Scriabin's intention to bathe the concert hall in colored 

lights during the performance of the orchestral poem was 

perhaps too early to be technically succ~ssful. 

Although Scriabin may not have developed a distinct 

following among recognized composers of the time, it is 

clear that many of the post-romantic composers found musiGal 

satisfaction in alluding to the visual qualities of sounds 

and timbres. Mary Jeanne van Appledorn, writing on "A 

" Stylistic Study of Claude Debussy's Opera Pelleas et 

Melisande," observes synaesthetic qualities in Debussy's 

music. 

From his use of "non-functional 
chords," his ignoring of the 
principle of tension and resolut
ion, parallel chord progressions 
and the creation of totally new 
and fascinating color effects, 
there emerge pure, less mixed 
colors in sound, quite similar 
to those of the painters--to 
which his luminous orchestral 
technique perhaps owes much. 7 

The growth of cinematography as a new creative 

medium for the artist during the twentieth century expanded 

the resources for wide distribution of multi-media art. 

In a published essay concerning psychophysical aesthetics, 

7Mary Jeann e van Appledorn, "A Stylistic Study 
of Claude Debussy's Opera Pelleas et Melisande" (Ph.D. 
dissertation, Eastman School of Music of the University 
of Rochester, 1966), p. 12. 
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Jose Arguelles comments: 

A work like Walt Disney's Fantasia 
may yet be the most perfect, the 
most successful, and the most universal 
in its appeal of all the harmonic 
artistic efforts in the twentieth 
century. Certainly it is a perfect 
psychophysical vehicle, utilizing the 
technique of cinema in a truly flow
ing, cinematic way, creating startling 
combinations of synchronized visual
musical abstracts interwoven with 
fairy tales. This work may be con
sidered close to the fulfillment of 
the symbolist Gesamtkunstwerk ideal. 8 

Specific color-pitch associations have intrigued 

both scientists and musicians. John Gay challenges 

psychological researchers to quantify the phenomenon 

of synaesthesia. 

While modern science denies the existence 
of a physical relation (between sound 
and color), psychological research might 
later arrive at some generalized con
clusions. At the present, but for the 
followers of metaphysical systems, such 
attributions seem to remain a matter 
of individual perception and preference. 9 

Whereas the quantification of scientific evidence 

8Jose A. Arguelles, Charles Henry and the Formation 
of a Psychophysical Aesthetic (Chicago: University of 
Chicago Press, 1972), p. 154. 

9John Floyd Gay, "The Correlation of Sound and 
Color: Three Metaphysical Sources." (D.M.A. dissertation 
New York University, 1963), Abstract 33:2410, November 1972. 
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remains sketchy and, at best, inconclusive, a symbolic 

application of synaesthetic properties is observed in 

Arnold Schoenberg's Die gl~ckliche Hand and is noted 

throughout this dissertation. Joan Peyser calls at-

tention to Schoenberg's personal regard for color and 

tone as documented in his Harmonielehre (1911): 

Schoenberg wrote of the importance of 
tone color in his Treatise on Harmony 
predicting its growth as a structural 
element in composition: I cannot un
reservedly agree with the distinction 
between the color and pitch. I find 
that a note is perceived by its color, 
one of whose dimensions is pitch. Color, 
then, is the great realm, pitch one of 
its provinces .... If the ear could 
discriminate between differences of 
color, it might be feasible to invent 
melodies that are built of colors 
(Klangfarbenmelodien). But who dares 
to develop such theories?lO 

It is not the intention of this dissertation to 

advance any single theory concerning multi-sensory artistic 

perception, i.e., synaesthesia. Rather, this study provides 
II 

an analysis of Schoenberg's Die gluckliche Hand as an extra-

ordinary Drama mit Musik of synaesthet i c origin. The author 

here offers a production plan, based upon several performing 

8 

options, and set forth as a practical means to increase public 

awareness of the synaesthetic experlence. 

Karl W~rner points out that Die gluckliche 

10 Joan Peyser, The New Music: The Sense Behind 
the Sound (New York: Delacorte Press, 1971), pp. 29-30. 



Hand will always remain an outsider in the literature of 

the musical stage, yet a document from a period that was 

highly charged artistically."ll The artistic events 

that affected Arnold Schoenberg during this time of pro

fessional agitation (1908-1913) contributed to the 

evolution of the Schoenberg aesthetic. 

llKarl H. Worner, "Arnold Schoenberg and the 
Theatre," Musical Quarterly, XLVIII, No.4 ' (October 
1962), p. 451. 
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CHAPTER I 

THE SCHOENBERG AESTHETIC 
1908-191312 

The aesthetics of Schoenberg rests 
on the thesis that music must strive 
toward one goal which supersedes any 
secondary goals it might have: to 
project a clear musical logic which 
will be significant to the audience 
by virtue of the beauty and clarity 
of this logic. 13 

Julius Portnoy's assessment of the Schoenberg 

aesthetic is accurate. Throughout the evolving career 

of Arnold Schoenberg, stylistic changes never compromised 

the clarity of musical logic that governed his creative 

energy_ Whether one views Arnold Schoenberg as a composer, 

theorist, teacher, essayist, poet or painter, his career 

reflects revolutionary changes that are tempered by solid 

organizational unity. 

Schoe nberg alwa ys regarded h imself 
as a composer and not merely a 

12preliminary sketches o f Die gl~ckliche Hand are 
dated 1908 with the completion noted in 1913, a period of 
time most di r ectly r e l ated t o this study. 

13Julius Portn oy , The Philosopher and Music 
(New York: The Humanities Press, 1954), p. 210. 
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theoretician or teacher, his works 
should in fact be appreciated as 
the products of one who, by hard 
practice, achieved a thorough mastery 
of the elements of music and exhibited 
this mastery in practical composition. 
That is to say, his theories arose out 
of his compositional discoveries, and 
not vice versa. 14 

The chronological ordering of the Schoenberg 

style is conveniently divided into three characteristic 

periods. 

I. 

* TABLE 1 

CHRONOLOGY OF WORKS 

Post-Romantic Period (1897-1907) 

Year Opus Title 

1897 String Quartet 
1898 1 2 Songs 
1899 4 Verklarte Nacht 
1900 2 4 Songs 

3 6 Songs 
1901 Gurre1ieder 
1903 5 Pelleas and Melisande 
1904 8 6 Songs 
1905 6 8 Songs 

7 String Quartet Do. 1 
1906 9 Chamber Symphony 
1907 12 2 Ballads 

13 Friede auf Erden 
14 2 Songs 

Description 

D Major 
Baritone/piano 
String sextet 

Medium voice 
Chorus/orchestra 
Symphonic poem 
with orchestra 

D Minor 
E Major 
Voice/piano 
Chorus 

14 , .. f M' d M .. 5 th d Grove s Dlctlonary 0 US1C an US1Clans, e ., 
s.v. "Schoenberg: Surnmary--Bibliography." 

* Ibid., pp. 522-523. A revision of the format used 
in Grove's Dictionary is offered by the author to illustrate 
characteristic style periods. 
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II. , Atonal [Atonical] Period (1908-1923) 

Year 

1908 

1909 
1911 

1912 
1913 

1914 

Opus 

10 
11 
15 

16 
17 
19 
20 
21 
18 

22 

Title 

String Quartet No. 2 
3 Pieces 
15 Poems from "Das 

u 

Buch der hangenden 
Garten" 
5 Pieces 
Erwartung 
6 Little Pieces ,. 
Herzgewachse 
Pierrot lunaire 
Die gluckliche Hand 
Die Jakobs1eiter 
4 Songs 

Description 

with voice 
Piano 

Voice/piano 
Orchestra 
!l1onodr ama 
Piano 
Chamber music 
Chamber music 
Drama with Music 
Oratorio 
with orchestra 

III. 12-Note Period (1923-1951) 

Year 

1923 

1924 
1925 

1926 

1928 
1929 

1930 
1932 
1933 
1936 

1939 

1940 

1942 
1943 

1944 
1945 

1946 
19 4 7 

Opus 

23 
24 
26 
25 
27 
28 
29 
30 
31 
32 
33A 
35 
33B 
48 
36 
37 
38 
39 
40 

42 
41B 
43A 
4 3B 
44 

4 5 
46 

Title 

5 Pieces 
Serenade 
Woodwind Quintet 
Suite 
4 Pieces 
3 Satires 
Suite 

" 

String Quartet No. 3 
Variations 
Von Heute auf Morgen 

It 

K1avierstuck 
6 Piece s . " K1avlerstuck 
3 Songs 
Violin Concerto 
String Quartet No. 4 
Chamber Symphony No. 2 

Description 

Piano 
Chamber music 
Chamber music 
Piano 
Chorus 
Chorus 
Chamber music 

Orchestra 
Opera (1 act) 
Piano 
Men's Chorus 
Piano 

Kol Nidre i Declamation 
Va riation s on a 
Re citative 
Pia no Concerto 
Ode to Napoleon 
Theme and Variations 
Theme and Variations 
Pre lude to a Genesis 
Suite 
String Trio 
A Survivor from 
vJarsaw 

Organ 

Dec lamation 
Wind band 
Orchestra (arr.) 

Orch./Chorus 

Declama ·tion 

12 



Year Opus 

1949 47 
48 
50A 

1950 SOB 
19S1 

Title 

Fantasia 
3 Songs 
"Dreimal tausend 
Jahre" 
Psalm CXXX 
Modern Psalm 
Moses und Aron 

Description 

Violin/piano 

Chorus 
Chorus 
Unfinished 
2 acts--unfinished 

Schoenberg's broad spectrum of musical styles 

reflects his dedication to a theatrical need to communicate 

through every artistic mode available. 
.. 

Karl Worner re-

cognizes this Schoenberg trait in a discussion of his 

theatrical background. 

Everything served him [Schoenberg] 
as a medium of communication; and 
in this universal productivity we 
are reminded of the type of Romantic 
artist, before whom hovered the 
vision of the "unity of the arts." 

Even in the theater Schoenberg saw 
the pUlpit from which to communicate 
with "mankind."lS 

Arnold Schoenberg's Viennese upbringing and rooting 

in the German traditions of composition are expressed in 

a 1931 essay in which he describes his music as Nationale 

Musik: 

ln b rief, it is a concern of 

13 

15 ., 
Karl H. Worner, "Schoenberg and the Theater," p. 444. 



Schoenberg's here to classify his 
composing, his style, in the historical 
body of music. His music has--so 
Schoenberg there writes--"arisen 
entirely from the traditions of German 
music . . . 1116 

In response to the inquiry by Halsey Stevens in 

14 

a 1949 radio interview as to the significance of Schoenberg's 

compositional techniques upon future generations, Schoenberg 

said: 

A. S.: I think that one can--there 
is a possibility to learn something 
of my technical achievements. But 
I think it is even better to go back 
to those men from whom I learned them: 
I mean, to Mozart, Beethoven, Brahms, 
and Bach. I can really--you can really 
tell that lowe very, very much to 
Mozart; and if one studies, for in
stance, my way in which I have for 
string quartet, then one cannot deny 
that I have learned this directly 
from Mozart. And I am proud of it! 

H. S.: Then your advice to young 
composers, Mr. Schoenberg, would 
be to base a founQation upon the 
same composers--

A. S.: Yes, yes, yes. Of course 
you cannot imitate it directly ; 
you have to tak e the essence and 
amalgamate your ideas with them, 
and create some thing new. li 

l6 Ibid ., p. 4 46 . 

17Halsey Stevens, "A Conversation With Schoenberg 
About Painting ," J ournal of the Arnold Schoenberg Institute, 
II, No.3 (June 1978 ), p . 180. 
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It is well known that Schoenberg held great respect 

for the work of Richard Wagner and unquestionable admiration 

for Gustav Mahler. This post-romantic influence is most 

clearly heard in the works of the early period (see Table I). 

The straining of virtually every tonal relationship that 

found sanctitiy in the extreme chromaticism of the late nine-

teenth century reached the breaking point by 1908 with the 

publication of the Second String Quartet, Opus 10. 

"According to Schoenberg's own confession, the Second 

Quartet is the last of his tonal works.,,18 The addition 

of a soprano voice to two movements, novel as it was at 

the time, was no more stunning to the music world than the 

elusive tonal orientation of the finale. 

Schoenberg, the champion of clqssical technique, 

swiftly acquired a rather lonely position dubbed by his 

. d d .. "h' . . ,,19 frlen s an crltlcs as t e Vlenna seceSSlonlst. Lest 

the title imply a rejection of traditional musical practice , 

Josef Rufer reminds us that Schoenberg never minimized the 

importance of his early period of tonal writing. 

Whether yesterd ay , today, or tomorrow-
Whether tonal, atonal, or t we lve-tone-
Schoenberg remaine d the same : a composer 

18 / /" . Bela Bartok, "Revolution and Evolution ln Art," 
Tempo, No. 103, 1972, p. 6 . 

19 . . h E f M . t FerrUCClO Busonl , T essence 0 US1C, rans. 
Ros amond Ley (London: Rockcliff Publishers, 1957), p. 42. 



whose sole endeavor was to mak~ music. 
The principle by which it is made, the 
style--these were always questions of 
secondary importance to him. For this 
reason he loved and treasured to the 
end his early tonal works (something 
we ou~ht to remember with due resp~ct); 
thus ' at the high point of his twelve
tone period (after 1934) he returned 
to composing several significant tonal 
works. 20 

The concept of the Gesamtkunstwerk, borrowed from 

the nineteenth-century German romantics, remained a part 

of the Schoenberg aesthetic. Rejected from nineteenth-

century musical practice are the representational elements 

that advocated music as an imitation of nature and earthly 

events. Schoenberg's intellect was clearly aligned with 

the aesthetic outlook of the Italian composer, pianist 

and theorist Ferruccio Busoni (1866-1924). 

20 

He disagreed with the ancients' 
belief that music is an imitation 
of nature and he scoffed at the 
romantic concept that music is 
an imitation of life. Music for 
Busoni was a stylized way of ex
pressing mood and emotion. 

Busoni regarded romanticism as a 
musical aesthetics which raised 
the passions of men and stifled 
the intellect. He agreed with 
Hegel that classicism is the triumph. 
of form over matter, intellect over 

Josef Ru f e r, "Yesterday, Today, and Tomorrow," 
Perspectives on New Music, XVI, No. 1 (Fall-Winter, 1977), 
p. 129. 
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emotion. He concurred with Goethe's 
observation that everything that is 
healthy is classic, everything that 
is diseased is romantic. 21 

Philosophic debate regarding the imitative role 

of art concerns scientist Martin Gardner, who is per-

plexed by the idea that music could imitate. 

It is obvious how representational 
painting and sculpture 'represent' 
and how fiction and the stage copy 
life, but what sense does music 
imitate722 

Schoenberg's response to this inquiry would surely 

be in the negative. His efforts to create non-imitative 

music became increasingly evident from 1908, with the 

publication of Three Piano Pieces, Opus 11. The frontier 

into atonality was crossed with these monumental short 

works. Grove~ Dictionary of Music and Musicians comments: 

The importance of this step, not 
only for his [Schoenberg] own 
music and that of his followers, 
but for the world of music in 
general, cannot be exaggerated. 
It made possible methods of 
writing and combinations of 
sounds which had never been used 
before, but which are now a part 

21Julius Portnoy, Philosopher and Music, p. 206. 

22Martin Gardner, "Mathematical Games," Scientific 
American (April 1978), p. 16. 
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of the stock-in-trade of every 
modern composer. The chief gain 
is that of concentration; nothing 
is written as a mere product of 
the context, and every note has 
its own significance. Hence there 
is a natural tendency towards 
brevity .. 23 

Ernst K~enek agrees that the Opus 11 works have 

the distinction of breaking tonal barriers. In an article 

entitled "Homage to Schoenberg: The Idiom and the 

Technique," he writes: 

Ever since publication of the Three 
Piano Pieces, Opus 11, every contemporary 
composer has been obliged, at one time 
or another, to face the phenome non 
of 'atonality' and to take his stand 
in regard to it. I do not believe 
there has ever been a similar situation 
in the history o f music. And yet, the se 
very piano pieces are very rare ly, if 
eve r heard in recitals, although t h e y 
do not, with the exception of the thi r d 
piece, offer any part i cular difficulties 
and are assimilated by a d v a nced piano 
students of thi s generat i on , who have 
acquired some facility in reading com
plex music, as readi ly and spon tane
ously as anything written by Brahms 
or Beethoven. 24 

Schoe nberg's r e jection of e xterna l representation 

In music of t h e second per i od doe s no t exclude symbolic 

23Groves Dictiona r y , " Schoe n be rg." 

2 4 Er nst Krene k, "Homage to Schoenberg : The Idiom 
and Technique ," Modern Music (Ma r c h-April 1944), p p . 1 32-
133 . 
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associations thro~gh multi-sensory levels of perception. 

The need to communicate inner feeli~gs and psychologic 

trauma was in keeping with the expressionist movement 

of the early twentieth century and a growi~g interest 

. F d' l' 25 ln reu 2an ana YS1S. 

The freedom acquired by musical dissonance through 

atonal writing was balanced by increased concentration 

upon elements of formal organization and composition 

technique (see Chapter II). Peter Gradenwitz, in his 

essay "Gustav Mahler and Arnold Schoenberg" (Year Book V 

of the Leo Baeck Institute, London, 1960), quotes an 

exchange between Schoenberg and his student Alban Berg. 

Everything I have written (these 
words Schoenberg directs to his 
friend Alban Berg) has certain 
inward similarity to myself. 26 

Schoenberg was very conscious of his changing 

position as a composer. 

with the songs Ope 15 I have succeeded 
for the first time in approaching an 
ideal of form and expression which has 

25 h " "" . . d . T e term expresslon1sm 1S assoc1ate w1th the 
painters Klee, MarcA and Kandinsky. Arnold Schoenberg, 
Webern, Berg and Krenek are considered the main repre
sentatives of the musical school of expressionism. 

26 " Karl H. Worner, Schoenberg and Theater, p. 447. 
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hovered before me for years .... I 
am conscious of having removed 'all 
the traces of a past aesthetic; and 
if I am in the process of going to
wards a goal which seems certain to 
me, I already feel the opposition I 
shall have to overcome: ... I 

. think that even some people who have 
believed me up to now will not 
realize the necessity of this 
evolution. 27 

Schoenberg was correct. Throughout his entire 

life he faced skeptics who often failed to comprehend 

the expanded Schoenberg aes~hetic. Busoni provides 

a guide to understanding this new aesthetic. 

The function of the creative artist 
consists in making laws, not in fol
lowing laws ready made. He who 
follows such laws, ceases to be a 
creator. 28 

Reflecting upon his struggle to achieve public 

understanding, Schoenberg remarked in a letter of 1923: 

I do not attach so much importance 
to being a musical bogyman as to 
being a natural continuer of pro
perly understood good old tradition!29 

27 Grovels Dictionary, "Schoenberg." 

28Ferruccio Busoni, "Sketch of a New Es t hetic 
of Music," from Three Classics in the Aes t heti c s o f Music 
(New York: Dover Press, 1962), p. 88. 

29 '11' 'h S h b ' , 1 ' Wl 1 Re lc, c oen erg: A Crltlca Blography, 
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willi Reich points out that the last sentence 

(above) is crucial and recalls another remark of 

Schoenberg's: 

I am a conservative who was forced 
to become a revolutionary.3D 

Nicolas Slonimsky reflects upon a memorable 

letter he received from Schoenberg in 1937: 

I personally hate to be called a 
revolutionist, which I am not. What 
I did was neither revolution nor 
anarchy. I possessed from my very 
first start a thoroughly developed 
sense of form and strong aversion 
for exaggeration. There is no 
falling into order, because there 
was never disorder. There is no 
falling at all, but on the contrary, 
there is an ascending to higher and 
better order. 31 

, 
In a published lecture at Harvard University, Bela 

~ 

Bartok spoke against the possibility of achieving any 

constructive results from complete artistic revolution. 

Rather, he pointed out that " ... those composers who 

achieved the most in the last decades were not the de-

30 b'd 147 I 1 ., p. . 

3lNicolas Slonimsky, "Schoenberg in the Soviet 
Mirror," Journal of the Arnold Schoenberg Institute, 
II, No. 2 (yebruary 1978), p. ~42. 
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molishing revolutionaries; indeed, the development of 

their art has been, on the contrary, based on a steady 

and continuous evolution." 32 More to the point, Bartok 

considered Schoenberg one of those twentieth century 

composers who is the product of evolution, not revolution. 

If we turn our attention toward 
Schoenberg and Stravinsky, the 
two leading composers of the 
past decades, we will see that 
their works are decidedly the 
outcome of evolution. 33 

with a perceptive observation as to the practical 

application of Schoenberg's compositional contributions, 

Andre Hodier comments: 

These two contributions of 
Schoenberg's- - the exploration of 
disjunct intervals and of non
tonality--were unquestionably of 
great importance, but they were 
constantly on the verge of being 
nullified by Schoenberg's fondness 
for the traditional idea of 'pre
existing' musical forms. 34 

The distinction between revolution and evolution 

has been frequently misunde r stood by Schoenberg critics. 

(See Chapter II for critic al r e views of Die g lacklic he 

Hand) . . 

32 / /k Bela Barto , " Revolution and Evolution," p. 6. 

33Ibid . 

34Andre Hodier, Since Debussy, trans. Noel Burch 
(London: Burch , Seeker and Warburg, 1961), p. 46. 
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Schoenberg's role as librettist and poet is .repeatedly 

misjudged by his critics. To base a jUdgment of Schoenberg's 

own texts and those he selected upon strictly literary 

criteria is missing the point. Karl w~rner points out 

that "Schoenberg's texts are not literature, nor were 

they conceived as such, any more than the poems of Richard 

Wagner would hold their own in the eyes of critics as 

literary productions. ,,35 Schoenberg wrote poetry for 

music and selected poetic writings for his music. To 

Schoenberg the printed word was but a means to an end, 

an end consisting of a synthesis of all elements into 

an intellectually dramatic creation. 

The 1912 volume Der blaue Reiter, edited by 

Kandinsky and Marc, contains an article by Schoenberg 

entitled "The Relation to Text" that gives insight into 

his grasp of the totality of a composition. 

p. 445. 

Schoenberg explains that one day 
it occurred to him that in some 
Schubert lieder he was quite 
familiar with, he did not know 
what was going on textually. 
Acquaintance with the poem was 
thus for him not contributory 
to the musical understanding of 
the lied; he felt that he had 
"grasped the content, the real 
content, perhaps more deeply than 

35Karl Wbrner, "Schoenberg and the Theater," 



if I had remained involved in the 
superficial aspects of the actrial 
verbal thoughts.,,36 

The depth of Schoenberg's grasp for synthesizing artistic 

elements is appreciated by pianist Artur Rubinstein. 

I saw (Schoenberg's) very con
troversial opera, Moses und Aron, 
in Paris and I was deeply impres
sed by its emotional impact. I 
didn't understand the music well; 
but 'understand' is a word one 
shouldn't apply to music; there's 
nothing to be understood--for me, 
music must be felt. 37 

Unlike his good friend Gustav Mahler, Arnold 

Schoenberg's experience in the theatre was brief and 

limited. In 1901 Schoenberg held a position at Ernst 
11 '. 

von Wolzogen's "Uberbrettl" in the Berlin Buntes Theater, 

a literary and musical cabaret. This brief appointment 

as conductor and composer of cabaret songs served only 

as a passlng encounter with the professional stage. 

The experience undoubtedly contributed to his ideas 

• . that would so shatter the framework traditionally the " 

stage's, that are often anti-stagy, and that have at the 

same time opened up new perspectives for the stage. 1I38 

36 Ibid . 

37New York Times, February 11, 1962, Section 2, 
p. 10. 

38 .. 
Karl Worner, "Schoenberg and the Theater," p. 445. 
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The early foundations of the Schoenberg aesthetic 

were established through the profound influences of Oscar 

Adler, violinist and first to explore with Schoenberg the 

world of musical theory; David Bach, philosopher, linguist 

and connoisseur of literature who gave Schoenberg the 

25 

It 1 "d' ,,39 ••• mora strength to withstand conventlona1 preJu lce, 

and Alexander Zemlinsky, his friend and teacher for many 

40 
years. Zemlinsky's influence is acknowledged by 

Schoenberg in a chapter entitled "My Evolution" in Style 

and Idea. 

I had been a 'Brahmsian' when I 
met Zemlinsky. His love embraced 
both Brahms and Wagner and soon 
thereafter I became an equally 
confirmed addict. No wonder that 
the music I composed at that time 
mirrored the influence of both 
these masters, to which a flavour 
of Liszt, Bruckner, and perhaps 
also Hugo Wolf was added. 41 

In 1904 Zemlinsky and Schoenberg organized the 

39 ,(...' t' II S h b S I' Groveb D1C lonary, c oen erg: ummary. 

40zemlinsky's sister Mathilde became the wife of 
Arnold Schoenberg in 1901. Mathilde's identity with The 
Woman in Die gluckliche Hand is discussed in Chapter II. 

41Arnold Schoenberg, Style and Idea, trans. Leo 
Black, ed. Leonard Stein (New York: st. Martin's Press, 
1975), p. 80. 



~. 

Vereinegung schaffender Tonkunstler (Society of Creative 

Musicians), an ensemble developed to promote " .. • works 

by living composers which were not in the concert 

repertoire. ,,42 The ensemble premiered Schoenberg's 

Pelleas und Melisande on January 26, 1905. 43 

Schoenberg's efforts to make possible a serious 

forum for introducing contemporary music is illustrated 

by his establishment of the Verein fur musikalische 

26 

, ., 
Prlvatauffuhrungen (Society for Private Musical Performances) 

in 1918, a time of dormancy in his personal writing (See 

Table I, p. 11). In Paul Pisk's "Memories of Arnold 

Schoenberg" the significance of this group was noted. 

Schoenberg expressed his thoughts 
about the importance of the Verein. 

"In these sad times when Austria is 
in ruins, our Verein is the only 
European event (however in an in
significant area) in which we are 
superior to all 'civilized nations' 
which have vanquished us. If our 
Verein will be able to function for 
two or three more years it will have 
educated an audience which has know
ledge of modern music as no other 
public has in the whole world. 
Through such an audience Austria 
will have achieved superiority in 44 
the field of modern music for deca des." 

42paul A. Pisk, "Memories o f Arnold Schoenberg," 
Journal of the Arnold Schoenberg Institute, I, No. 1 
(October 1976), p. 41. 

43 , ' h' 1 't' f' , Baker s Blograp lca D1C lonary 0 Muslclans, 5th 
edition, e d . Nicola s Slonimsky, S.v. "Schoenberg," 

44Paul A p ' k "M ' "pp 43 44 . l S, emorles, . - . 



The prediction was never realized, and the 

Verein ceased to exist in 1921. 

As additional evidence of Schoenberg's disdain 

for his critics, the Verein stipulated that performances 

would have no critics present and the audience would be 

asked to refrain from any form of applause. This self

contained group was typical of the artistic isolation 

that occurred apart from the evolving mainstream within 

the art world. 

27 

Of particular note ln consideration of the Schoenberg 

aesthetic during the first two decades of this century 

was his professional activity as a painter and participant 

in the Munich-based art group known as the Blaue Reiter. 45 

This pre-war gathering of artists included the Russian 

born expressionist Wassily Kandinsky, Paul Klee and Franz 

Marc. Donald Mitchell describes this rather unusual 

assortment of personalities in the Language of Modern 

Music. 

The members of the Blaue Reiter 
started from the intellect, they 
analysed, philosophized. They were 
just as much interested in religious 
questions as in the developments in 
modern music, in the theatre, and 
in literature. This was a circle 
to which Schoenberg belonged with 
absolute ease--it represented, as 
we can see for ourselves, the 

45Die Br~cke, a similar artistic group, was located 
in Dresden. 



extraordinarily wide range of his 
own personality and interests. 46 · 

Arnold Schoenberg's career as a painter contributed 

significantly to his aesthetic outlook. 47 In a career 

28 

that was marked by traumas of personal suffering, Schoenberg's 

creations on canvas serve as a mirror to that inner con-

flict. He felt obliged to release this suffering in the 

~I. 48 autobiographical work Die gluckllche Hand. 

The impact of Richard Gerstl upon Arnold Schoenberg's 

entry into the world of painting was decisive, yet it 

remains clouded by the highly ~harged personal issues 

which mask definitive assumptions. Reporting in the 

Journal of the Arnold Schoenberg Institute, Eberhard 

Freitag sheds some light upon this re~ationship: 

Most probably Gerstl is the key to 
Schoenberg's activity in the visual 
arts beginning at that time 1906-1908. 
It is not clear to what extent Gerstl 
gave Schoenberg actual instruction in 
painting and drawing. It may be as
sumed that his importance to Schoenberg's 
paintings and drawings went beyond mere 

46Donald Mitchell, The Language of Modern Music 
(New York: st. Martin's Press, 1970), p. 138. 

' 47 Although Schoenberg's last canvas is dated 
1936, little painting was done after World War I. His 
greatest creative efforts as a painter were concentrated 
between the years 1906 ~ arid . 1912. 

48Details concerning the Ger s tl affair and Schoenberg's 
early years as a painter are presented in Chapter II as an 
autobiographical background to the analysis of Die gluckliche 
Hand. 



technical instruction and consisted of 
a kind of catalyst-function similar to 
that which Schoenberg's friendship with 
Zernlinsky had exerted in the field of 
music. 49 

Biographical attempts to compare Schoenberg's 

painting with those of his associates, teachers, and 

contemporaries met with scathing refutation by the com-

poser. Tnis sensitivity is documented in an essay dated 

February 11, 1938, now available in the Journal of the 

Arnold Schoenberg Institute. 

It is necessary that I myself clarify 
a number of inaccuracies which have 
been spread about me. 

I am starting with the rectification 
of a lie, which was probably spread 
by its author in order to take revenge 
on me. Dr. Paul Stefan claims that I 
was influenced by a painter; and Dr. 
Wellesz, the other biographer with 
whom I am blessed, copies it in print, 
with the modification that I was in
fluenced by Kokoschka. 

Really to recognize these lies as such 
it is enough: 

. if one compares my p ictures 
with those of Kokoschka one has to 
recognize forthwith their complete 
independences. . I never saw faces 
but, because I looked into people's 
eyes, only their 'gazes.' This is 

49Eberhard Freitag , " German Expressionism and 
Schoenberg's Self-Portr ai ts ," Journal of the Arnold 
Schoenberg Institute, II, No .3 (June 1978), p. 166 . 
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the reason why I can imitate the gaze 
of a person. A painter, however, grasps 
with one look the whole person--I, only 
his soul. 50 

He continues his attack with one more bit of information 

relating to the Gerstl relationship . . 

If one thinks of this certain Mr. 
Gerstl then the matter stands thus. 
When this person invaded my house he 
was a student of Keffler for whom he 
supposedly painted too radically. 
In many conversations about art, music 
and sundry things I wasted many thoughts 
on him as on everybody else who wanted 
to listen. Probably this had confirmed 
him in his, at that time, rather tame 
radicalism to such a degree, that when 
he saw some quite miscarried attempts 
of ~ine, he took their miserable ap
pearance to be intentional and exclaimed: 
"Now I have learned from you .how one has 
to paint." I believe \vebern will be able 
to confirm this. Immediately afterwards 
he started to paint "Modern." I have 
today no judgment if these pictures are 
of any value. I never was very enthusi
astic about them. 51 

Contributing to a better understanding of researched 

facts surrounding the activities of Schoenberg, the ego-

centric personality, that is so evident in his profusion 

of self portraits, is seen in these statements. 

50 Ibid . 

5lIbid . 

Schoenberg 
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concludes his commentary by describing the manner in 

whi.ch the brain of the average person interprets such 

lies. 

I am not surprised that these lies 
are so readily believed. For lies 
possess much more power of persuasion 
than truth. Moreover, it fits so well 
into the fuzziness, which is so 
characteristic for the thinking of 
the average person. 

This is the way their brain works: 

1) Schoenberg composed something 
original 

2) therefore it is not by him but 
(without statement of reasons) 

3) he gets it from somebody else. 

BUT: 

Wh d th th t 't?52 ere oes e 0 er person ge 1. 

In spite of Schoenberg's reluctance to concede 

artistic influences, that of Wassily Kandinsky is well 

founded. Donald Mitchell takes note of the widely ac-

cepted understanding of Schoenberg's professional 

relationship with Kandinsky. 

The association between Schoenberg 
and Kandinsky (1866-1944) was a close 
one, how close can be verified by any 
reader who cares to turn to Schoenberg" s 
published letters, a volume which con-

52 Ibid ., p. 167. 

31 



tains a wholly remarkable document 
addressed to the painter. 53 

Quite in character, Schoenberg scoffs at attempts 

to explain the Schoenberg aesthetic through outside in-

fluences. · "Schoenberg pasted the following note on the 

margin of Marion Bauer's Twentieth Century Music where 

the statement is made that ' ... Schoenberg came under 

the influence of Wassily Kandinsky ... (p. 211).' In 

magenta-colored pencil, the name Kandinsky is underlined, 

and the following is written in the margin: wohl eher 

54 umgekehrt, meaning 'rather the other way around. '" A 

1934 letter, written from Chautauqua, New York, further 

minimizes the Kandinsky influence. 

My acquaintance with Kandinsky, 
whom previously I did not even 
know by name, was started with a 
letter, which he addressed to me 
to Vienna. . . . Kandinsky sent 
me with this letter (1911) photos 
of his paintings and later his 
book Das Geistige in der Kunst 
for which I thanked him soon after
wards by sending him my Harmonielehre. 
. . . At that time . . . all the 
pictures, which I had painted from 
1906-1911 were done. Kandinsky, 
when he saw them, called them 
"Visions," while I had named 
them "Gazes." Pierrot, in which 
certainly no Kandinsky influence 
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53Donald Mitchell, The Language of Modern Music, p . 136. 

54Editor's note, Journal of the Institute, II, No . 3, 
p. 239. 



could be claimed, as well as the small 
piano pieces and the Opus l2 Orchestra 
Pieces, I wrote partly before the war 
and since 1914 I was out of contact 
with Kandinsky. 

This is as much nonsense as my being 
supposedly influenced by Kokoschka. 
Everything important had been done 
before Kokoschka emerged! I am also 
not influenced by another painter who, 
on the contrary, claimed to have learned 
painting through me . 

. • . True, I am presumably in some 
way connected with contemporaries but 
hardly with these. 55 

The polemic is broadened by Donald Mitchell's 

research concerning Kandinsky's more recent efforts to 

have Schoenberg admitted to the prestigious Bauhaus. 

. . . an exceptionally interesting and 
still perhaps too little known fact, 
that Kandinsky, who, from 1922-1933, 
was on the staff of the Bauhaus, 
pressed Schoenberg to join the in
stitution which, in so many ways, 
and in so many departments of the 
arts, was the breeding-ground of 
the New in the first decades of the 
twentieth century.56 

Schoenberg, sensitive to the growing anti-semitic feeling 

throughout Europe, and in particular within the Bauhaus, 

declined the offer. 

55Ibid . 

56Donald Mitchell, The Language of Modern Music, 
p. 136. 
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Kandinsky presented a perceptive analysis of 

parallels he found within Schoenberg's music and painting 

in an essay first published in 1912. 

We see that in every painting of 
Schoenberg, the inner wish of the 
artist speaks in the form which 
best befits it. Just as with his 
music, (inasmuch as I a layman may 
affirm), Schoenberg also in his 

.painting renounces the superfluous, 
(therefore the harmful) and proceeds 
along a direct path to the essential, 
(therefore to the necessary). He 
leaves alone, unnoticed, all embel
lishments and artistic detail. 57 

Schoenberg's apparent artistic need to seek inner 

values was observed by those who shared his beliefs. Albert 

•• Paris von Gutersloh (1887-1973), author and artist, wrote 

in 1912 in an essay on Schoenberg as painter: 

Very few trust these pictures. 
Most people hate them instinctively 
on first seeing them. So do the 
artists, who are frightened to 
death of the idea of having to 
paint like this themselves. 58 

Schoenberg's association with the Blaue Reiter 

57wassily Kandinsky, "The Paintings of Schoenberg," 
Journal of the Arnold Schoenberg Institute, II, No. 3 
(June 1978), p. 177. 

58Georg Eisler, "Observations on Schoenberg as 
Painter," Journal of the Arnold Schoenberg Institute, 
II, No.3 (June 1978), p. 177. 
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placed him among contemporaries who shared his quest for 

innovation. Although the contributions of Scriabin to 

35 

the Schoenberg aesthetic have, in this study, been minimized, 

his influence upon Blaue Reiter expressionists ·is docu-

mented in The Language of Modern Music. 

The fact that the Blaue Reiter 
almanac singled out Scriabin 
for attention is of itself a 
fact of some interest. There 
can be little doubt that Scriabin's 
attempted association of music and 
colour must have fascinated those 
Expressionists who were, so to 
say, looking at the problem from 
the other side of the fence. 59 

Surely the intellectual ground of the Blaue Reiter 

provided the fertile soil from which came the wind-tone

color crescendo of Die gl~ckliche Hand (See Chapter II) 

and Kandinsky's libretto Der gelbe Klang (See Chapter III). 

A growing intellectual interest in metaphysical 

and theosophical practice was a part of the Blaue Reiter 

and, as such, must be considered an influence upon the 

Schoenberg aesthetic. William Fleming, in Arts and Ideas, 

indicates that "Kandinsky, like the Russian composer 

Alexander Scriabin, was a theosophist and a mystic. He 

believed that a pictorial composition should approach the 

abstract quality of absolute music, which creates its 

59Donald Mitchell, The Language of Modern Music, 
p. 139. 



: 60 
own forms without any reference to natural objects." 

Schoenbe!g's multi-directed creative process 

found cohesion in the ideal of the German 'Ge's 'amtkunt's 'we'rk 

and is expressed in the creation of Die gluckliche Hand. 

The synthesis of music, text, action and scenery that 

was achieved in the music dramas of Richard Wagner is 

expanded by Schoenberg with the addition of metaphysical 

color elements and a condensation of temporal perception. 

Alfred Einstein, in a 1928 article, concisely 

expressed his anticipation of the future importance of 

contemporary musical practice, including the Schoenberg 

style. 

The new music has sharpened our ears 
to the perception of harmonic tensions 
where our fathers and fore-fathers heard 
nothing but chaos of sound. . . . A 
work becomes all the richer the greater 
the range of interpretation grows, the 
more various rhythmic, harmonic, melodic 
elements of music are forced together 
into a unity. 

The time of experimental formative 
isolation will pass: and there will 
come a new synthesis of all these 
elements. 6l 

Recognizing the need for change that was an 

60William Fleming, Arts and Ideas (New York: 
Henry Holt and Company, 1959), p. 730. 

61Alfred Einstein, "The Newer Counterpoint," 
Modern Music (November-December, 1928), p. 34. 
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integral part of the second period, Schoenberg placed 

himself in historic perspective with just a bit of the 

feisty Schoenberg spirit. 

Somebody had to be Schoenberg 
and it fell on me. 62 

62pierre Boulez, "Through Schoenberg to the 
Future," Journal of the Arnold Schoenberg Institute, 
I, No. 3 (June 1977), p. 124. 
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CHAPTER II 

FOru~L ORGANIZATION OF TEXT, 

MUSIC, AND ACTION 

Since its first public performance on October l4, 

1924, in the Musical and Theatrical Festival Room of the 

Volksoper in Vienna,63 a veil of confusion has surrounded 

Schoenberg's seldom-heard drama with music, Die gl~ckliche 

Hand, op. 18. The belated premiere, eleven years after its 

completion, characterizes the frustration Schoenbe~g experienced 

while writing this operatic cameo. Josef Rufer documents the 

facts in his monumental catalog of Schoenberg compositions, 

published in 1924: 

63 

The date of beginning is marked 
angefangen Freitag 9. September 
1910; the date of completion is 
marked and signed 18./xI. 1913 
Arnold Schonberg. The hand
written note (in ink) on the 
accompanying sheet of paper may 
be translated as follows: The 
title 'Hand of Fate' is chiefly 

Egon Wellesz, Arnold Schoenberg (London; Da Capo 
Press, 1969), p. 137. 
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symbolic .... In the legacy, there 
are sketches for the text as well as 
for the music. Of the latter, there 
are II sheets of music paper (~blong 
format, 20.5 x 36.5 cm.), with sketches 
written in pencil through out. . . 
One of these sheets bears the date 
11./10. 1908. 64 

According to Joan Peyser, "It is apparent that 

the energies Schoenberg devoted to Die gl~ckliche Hand 

span the years 1908-1913, a creative period usually as

sociated with his atonal [atonicalJ 65 writing." 66 

The libretto of Die gluckliche Hand is Schoenberg's 

own and has distinct autobiographical elements. Alan 

Lessem confirms this feature in his dissertation, "Music 

and Text in the Works of Arnold Schoenberg: The Critical 

Years, 1908-1922." 

It is to be expected that, as one who 
more than once acknowledged the 'auto
biographical' element in his work, 
Schoenberg would reveal much about 
himself and his preoccupations in the 

64Josef Rufer, The Works of Arnold Schoenberg, 
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trans. Dika Newlin (London: Faber and Faber, 1962), pp. 36-37. 

65schoenberg disclaimed responsibility "for the 
term "atonal," noting that it was as absurd to call music 
atonal as to call painting aspectral. He preferred the 
term " a tonical," implying an absence of a tonic center, 
or "pantonical," referring to a merging of all the keys. 

66 Joan Peyser, The New Music: The Sense Behind 
the Sound (New York: De1acorte Press, 1971), pp. 23-26. 



kinds of texts that he wrote himself 
or chose to use. 67 

The origins of Die glUckliche Hand are unmistakably 

linked to personal traumas heretofore not revealed by 

Schoenberg's biographers. Joan Peyser discusses the 

genesis of the personal events that led to Schoenberg's 

libretto, events that also provided the impetus to enter 

th ld f t . 1 ·t· 68 e wor 0 a on1ca wr1 1ng. 

In 1906, Schoenberg was introduced to the German 

painter Richard Gerstl. A man so withdrawn that he did 

not exhibit his works or even sign the front of his paint-

ings, Gerstl lived with the Schoenbergs during the summers 

of 1907 and 1908. Under the direction of Gerstl, Schoenberg 

began his career as a painter. Edward Lockspeiser refers 

to Schoenberg as a professional painter who " ... started 

to paint in 1907 and between 1908 and 1910 produced two-

67Alan Philip Lessem, "Music and Text in the 
Works of Arnold Schoenberg: The Critical Years, 1908-
1922" (Ph.D. dissertation, University of Illinois, 1973), 
p. 195. 

68Joan Peyser, writing in The New Music (p. 23), 
states that " ... It was during this highly traumatic 
time that Schoenberg tentatively entered the atonal world 
with the last movement of his Second Quartet. . 
Theodor W. Adorno, the late German philosopher, sociologist 
and composition student of Alban Berg, has written that the 
Quartet No.2 was an "echo of a crisis of personal life 
whose sorrow, hardly ever mattered, brought to Schoenberg's 
work its full creative weight. II 
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thirds of his ninety pictures.,,69 

Gerstl's love affair with Mathilde Schoenbe!g 

is revealed in a number of bizarre, Kokoschka-like works 

in which Gerstl features the couple with their children 

and a final naked self-portrait in a state of grotesque 

laughter. This was Gerstl's last work, clearly the 

painting of a deeply disturbed man. 

In the fall of 1908 (the year initial sketches for 
II 

Die gluckliche Hand are dated), Mathilde left her husband 

to live with her lover. Several days later, Gerstl gathered 

his paintings together in a pile on the floor, set his 

studio on fire, plunged a kitchen knife into his heart, 

and hanged himself over the burning debris. Peyser further 

documents this episode by stating that tI ••• the Gerstl 

affair not only precipitated Schoenberg's move into the 

atonal world:; according to a member of the Schoenberg 

family, it also generated his involvement in painting 

and he entered the field as a full professional. 1t70 

The morbid details of this event are readily 

apparent in Die glilckliche Hand. The symbolic character 

of the text, music, and theatrics adds to the complexity 

69 Ibid ., p. 24. 

70 Ibid ., p. 26. 
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of the work. Adolfo Salqzar des.cribes the plot as ". . . 
a mixture of symbolism, somnambulism, frustrations, and 

Wagnerian complications with . grottoes and anvils, sub-

t k ·· t t 1171 erranean wor ers ln precl0us metals, mons ers, e c. 

Writing in Philosophie dar neuen Musik, Theodor Adorno 

refers to the drama as "an insatiable piling up of harmonic 

complexes as an allegory of the many layers of the psycho

logical subject. . . • a drama in which the distinction 

between dream and reality is abolished." 72 

D'ie gluckliche Hand presents special problems in 

translation, identified by Hans Keller in his published 

radio broadcast preVl.ew entitled liThe 'Lucky'. Hand and 

Other Errors:" 

The trouble starts with the title. 
Ever since the English translation 
(1924) of Egon Wellesz' highly 
valuable Schoenberg book (1921), 
the official English title of the 
opera has been 'The Lucky Hand,' 
which means roughly the opposite 
of Schoenberg's own, eminently 
thematic title. 

71Adolfo Salazar, "Trends in Music Since the 
Romantic Era," Music in Our Times, trans. Isabel Pope 
(New York: Norton, 1946), p. 228. 

72Martin Cooper, ed., New Oxford History of Music, 
10 vols. (New York: Oxford University Press, 1974), X: 
The Modern Age, 1890-1960, p. 206. 
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'Lucky' and 'gIHckliche' overlap, 
but whereas in 'lucky' the element 
of chance obtrudes, there is a 
German idiom, fer hat eine gl~ckl~che 
Hand' (he has a lucky hand) which 
means, not that he tends to be lucky, 
but, on the contrary, that he doesn't 
depend on luck because he is so gifted 
that, to express it crudely, 'he has 
the knack of it.' What Schoenberg 
characteristically did was to change 
the object of the idiom into a sub
ject and thus into a symbol. 

'The blessed Hand' or 'The favoured 
Hand' would be correct translations 
if they did not inflate Schoenberg's 
understanding title which, paradoxically 
enough, cannot be rendered in English. 73 

David Johnson's more recent English translation 

suggests "Th~ Golden Touch" as a more accurate accounting. 74 

Leading Schoenberg scholars have all faced the problem 

of accurate translations of the symbolic title. Keller 

further attempts to clarify the matter: 

Properly understood, the title gives 
the point of the work, about which 
the authorities are, at best, evasive. 
Wellesz confines himself to the 
descriptive level, Rene Leibowitz 
to the music. The Schoenberg bio
grapher H. H. Stuckenschmidt says 
that 'in the logical sense, the 
text is without a subject, without 

73Hans Keller, liThe 'Lucky' Hand and Other Errors," 
The Listener (December 5, 1957), p. 961. 

David 
York: 

7 4 .~ 
Arnold Schoenberg, Die gluckliche Hand, trans. 

Johnson, The Music of Arnold Schoenberg, I (New 
Columbia Records, 1962), n.p. 
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. ,,76 
~on. 

reality'; Dika Newlin contents herself 
with calling the drama a characteristic 
specimen of modern expressionism; and 
Humphrey Searle, in the new Grove, 
says 'the subject is a symbolical 
pursuit of happiness.' In hard fact, 
the subject is the questing artist, 
symbolised by the 'Man', as this sole 
protagonist is called. 75 

Alan ' ~ Lessem summarily suggests that the title 

is seen to indicate several levels of interpretat-

Schoenberg glves some assistance in determining 

symbolic elements within his text through three schematic 

ideas, each from three to six measures long and dated 

November 10, 1908. Alongside these notations are written 

the words "Thaten, Beschwichtigung, Schein--Gluck (Actions, 

Appeasement, Illusion--Fortune}.77 

Schoenberg formally organlzes his Drama mit Musik 

around these thematic ideas in a classical arch design, 

as shown i~ Table 2 (p. 45). Alan Lessem suggests a 

f f A B C B-C, A.78 orm 0 , , , His rationale correctly 

identifies thematic material (mm. 166-199) in the 

75 Hans Keller, "The Lucky Hand, " p. 961. 

76Alan Lessem, "Music and Text, " p. 197. 

77 Josef Rufer, Works of Schoenberg, p. 37. 

78 Alan Lessem, "Music and Text, " p. 220. 
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recapitulated B section as derived from the C section. 

TABLE 2 

Section Description Measures Act'ion 

A Appeasement 
Introduction 1-3 Dark 
Scene I 4-25 Chorus 
Transition 26-30 Band 

B Illusion--Fortune 
Scene II 31-88 Man, Woman, 

Gentleman 

C Actions 
Scene III 89-153 ~lind-Color-

Tone Crescendo 

B Illusion--Fortune 
Scene III 154-199 Man, Woman, 

Gentleman 
Transition 200-202 Band 

A Appeasement 
Scene IV 203-252 Chorus 
Closing 253-255 Dark 

Framing the arch design, a Greek chorus serves to appease 

the actions and illusions of the central figure, The Man. 

At the peak of the formal design (Scene III, rom. 89-153), 

the actions of The Man are set forth in an artistic 

revelation which transcends mundane experience. Flanki~g 

this C section are the illusions of The Man who is seeking 

communion with worldly pleasure. The A, B, C, B, A a rch 

is closely followed through t ex t and music and i s , graph-

ically illustrated in Appendix C. 

After a brief o r chestral introduction (nun. 1-3), 

the darkened stage revea l s The Man, face down and dominated 



by a huge bat-like hyena creature that has plu~ged its 

teeth into his neck. This unsettli~g initial statement 

is appeased by a static musical setting that is character-

ized by an ostinato figure in bassoons and bass clarinet 

and the appearance of a quasi-Greek chorus of twelve, 

including six men and six women. Ghostly green faces 

peer from slits in red velvet curtains, emphasizing their 

large white eyes. 

The explicit directions, to have only the faces 

of the chorus visible throughout the first scene, are 

suggestive of the miniature theatre attempts of the Moscow 

Art Theatre, popularized there during the first decade of 

this century and revitalized in Berlin in 1921. Adolfo 

Salazar comments on this possibility. 

A curious detail (also used in the 
little scenes written for the artists' 
cabaret in Berlin, the Blue Bird, 
after the style of the little theatres 
in Moscow--the Distorted Mirror, the 
Bat, and others--beginning in the 
last years of the past century) 
consists in the fact that only the 
heads of the actors who take the 
part of the chorus are visible 
through holes in a dark backdrop, 
the only scenery; the actors' 
bodies remain concealed and motion
less in contrast to the mobility of 
their facial expression. 99 

79Adolfo Salazar, Music in Our Times, p. 229. 
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M I d f I "" "t" 80 a e an ema e choruses are set ln ]uxtaposl 10n 

with the women intoning: 

Be still, won't you? 
You know how it always is, 
and yet you remain blind. 8l 

An increasingly polyphonic texture obscures much 

of the men's dialogue. 

Be silent, restless being. 
You knew how it would be. 
Will you never be at rest?82 

A seemingly hopeless condition exists for The Man 

who seeks to free himself from the beastly burden sustained 

by the mythological artist. 

So many times already! 
And once again? 
Once again the same ending. 
Once again trusting in the dream. 
Once again you give yourself up to 
the sirens of your thoughts, 
thoughts that are unworldly but 
thirst for worldly fulfillment! 

You poor fool--worldly fulfillment! 

80Arnold Schoenberg, Die 
Universal Editions Score, 1917. 
Music Publishers, 1978), p. 11. 

lit 

gluckliche Hand (Vienna: 
Los Angeles: Belmont 

81Id ., Die gl~ckliche Hand, libretto trans. David 
Johnson, n.p. 

82 Ibid . 
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You, who have the divine in you,. 
and covet the worldly!83 

Scene I ends as quickly as it began, with mocking 

laughter from The Man's critical public who find his 

mundane desires incomprehensible. The parasitic burden 

disappears, the chorus of appeasement vanishes, and The 

Man enters his illusionary world of fortune and fantasy. 

In a 1930 letter to Intendant (director) Ernst 

Legal of Berlin, Schoenberg discusses the theatrical 

problems that arise at the close of Scene I. 

VI. At the end of the 1st scene 
the curtain should tear. So 
far not even a suggestion of 
this has been managed anywhere. 

VII. Likewise, at the end of the 1st 
scene 'black veils' descend on 
The Man. Hitherto not solved 
either. 84 

Schoenberg's directions in the score for staging 

•• and lighting Die gluckliche Hand (See Appendix B) also 

include specifications for costuming. 

As The Man rises (m. 31), we observe a figure 

wearing a dirty yellow-brown jacket of very coarse, thick 

material. The left leg of his black trousers comes down 

83Ibid . 

84Erwin Stein, Arnold Schoenberg's Letters (New 
York: St. Martin's Press, 1965), p. 140. 
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only to the knee; from there on it is in tatters. His 

shirt is half open, showing his chest. On his stocking-

less feet are badly torn shoes; one is so torn that his 

naked foot shows through, disclosing a large, open wound 

where it has been cut by a nail. His face and chest are 

in part bloody, in part covered with scars. His hair is 

shorn close. 85 

Expectations are dramatically heightened as the 

staging area brightens (m. 31). The rhythmic intensity 

within the orchestra increases through the compression 

of rhythmic patterns of three eighth-note groups (m. 31), 

to six sixteenth-note groups (m. 32), to nine triplet 

sixteenth-note groupings (m. 33), as shown in Example I 

(p. 50). 

An intense yellow light hovers above The Man 

who utters "Ja, 0 ja! Das Bl{ihen 0 Sehnsuchtl" [Yes, 

oh yes! The blossoming! Oh longing!]86 The Man's 

attention is focused upon the arrival of a silent woman 

who appears clothed in a soft deep-violet garmant, pleated 

and flowing (m. 35). In dream-like motion, The Woman 

approaches The Man with a facial expreSSlon suggesting 

interest and unspeakable pity. 

85Arnold Schoenberg, Die gl~ckliche Hand, trans. 
David Johnson, n.p. 

86 Ibid . 
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The Man continues his monologue: 

o you blessed one! 
How beautiful you are! 
How sweet it is to see you, 
to speak with you, 
to listen to you. 
How you smile, 
how your eyes laugh! 
Ah, your lovely soul. 87 

87 Ibid . 



Accompanied by ascendi~g orchestral lines (rom. 47-

48) in woodwinds and strings, The Woman raises a goblet in 

her right hand and offers it to The Man. Violet light 

falls upon the goblet, and the action is suspended with 

the noted instructions: 

[a rapturous pauseJ. 88 

.~ ':t 
Pause, die Entzucken ausdruckt 

A trumpet call (m. 49) heralds 

the transfer of the symbolical goblet to the right hand 

of The Man, despite the fact that The Man's back remains 

toward The Woman at all times. 

Schoenberg's attention to gesture and stage 

movement is indicative of the theosophical practice of 

anthroposophical performance, associated with Rudolph 

. 89 Stelner. 

Orchestral texture and frequency density 

attenuate (rom. 50-56) as The Man contemplates his 

newly acquired vessel. Schoenberg is explicit in directing 

the facial expression of actors at this point. "The Man 

contemplates the goblet with rapture (m. 51), suddenly 

becomes deeply serious, almost dejected, reflects a 

moment (m. 54) ; then raises his face again and with a 

88 Id ., Die gluckliche Hand (score), p. 11. 

89Four "Mystery Dramas" of Rudolph Steiner, written 
for the Theosophists of Europe between 1909 and 1913, con
tributed to the development of German theatre during the 
time Die gl~ckliche Hand was being written. The influence 
of theosophical concepts upon Arnold Schoenberg will be 
presented in Chapter III. 
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joyous resolution puts the goblet to his lips and drains 

it slowly (m. 55) ... 90 

The Woman's interest and pity are transformed to 

coldness and hostility during this self-centered communion. 

The appeasing expressions of the opening chorus find 

little satisfaction in these actions. The Man's illusions 

testify to the accuracy of the prophecy that Du armer 

will not change. 

Mesmerized by this world of illusion, The Man is 

unaware of the transformation that has taken place within 

The Woman. He continues his monologue: 

How beautiful you are! 
I am so glad 
when you are near me; 
I live again . . . 
Oh, you are beautiful. 9l 

As The Man lowers his outstret~hed hands (m. 58), 

The Woman begins a slow exit (rom. 64-72), always outside 

52 

of the gaze of The Man. Suddenly, we are aware of a brighten-

ing of The Woman's face (m. 66) as The Man vainly extolls 

"0, Ii 92 
du Schone." 

A handsome, genteel figure of a man appears clothed 

90Arnold Schoenberg, Die gluckliche Hand, trans. 
David Johnson, n.p. 

9lIbid . 

92 Ibid . 
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in a dark gray overcoat, walki~g-stick in hand, el~gantly 

dressed. An exchange of smiles between this new Gentle-

man and The Woman brings about an uneasiness within The 

Man, although his back remains turned toward this action 

(nun. 67-68). 

cascading tremolo string passages (rom. 67-70), fragmented 

piccolo figurations, flutes performing flutter-tonguing 

segments, col legno violin passages, and pizzicato violas, 

dramatically builds toward the exit of The Gentleman and 

The Woman (See Example 2). As described in the score, 

The Gentleman ". takes The Woman impetuously in his 
. 93 

arms, and both disappear through the right-hand curtain." 

EXA.MPLE 2 

Measures 68-70 
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Having turned slightly, The Man observes the . 

taunting exit and utters an audible groan in complete 

dejection. His plight is, · however, short-lived. The 

reappearance of The Woman (m. 75) suggests a tacit plea 

for forgiveness. With an upward look, The Man is now 

happy. The kneeling position of The Woman, assumed at 

the outset (m. 77), is reversed as she rises and he 

assumes a place at her feet (m. 78) . A kiss of her hand 

is ritualistically accomplished without touching her 

body (m. 78) . 94 

As The Man assumes his humbling position at the 

feet of The Woman, sarcastic look . apparent in The a 1.S 

Woman's face (m. 80). With a flourish of broken chords 

in harp and celesta, The Man's successful gesture to touch 

her hand is accomplished (m. 81). The Woman quickly 

exits as The Man fantasizes about his unrealized illusion. 

Rapid darkening of orchestral texture and an 

expanded frequency spectrum (See Appendix C, rom. 83-88) 

accompany The Man's colossal effort to rise, stretch his 

arm high in the air, and achieve a giant-like stature on 

the tip of his toes. The illusion created by The Man 

94Interview with Dr. William Stewart, Professor 
of English, at the University of Tampa, Tampa, Florida, 
22 November 1979. It is a singular trait among German 
aristocracy that a hand-kiss is accomplished without 
physical contact. 
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is complete. The exposition of The Man's illusions is 

finished (m. 88). One of the most fascinati~g examples 

of synaesthetic transformation follows. 

A contrapuntal orchestral introduction to Scene 

III sets the stage for an interaction of music, acti~g, 

and color that epitomizes the Gesamtkunstwerk which was 

a vital part of the Schoenberg aesthetic. 

The highly energetic introduction (mm. 89-96) 

provides staging transition to a rocky plateau. Writi~g 

of Schoenberg's Gesamtkunstwerk, John Crawford sU9gests 

that " •.. the contrapuntal development of the neobaroque 

fugal theme . . . is evidently intended to symbolize his 

creative skills. 1I95 The events that follow are more than 

coincidental references to Wagner's Siegfried. 

The Man's arrival at a grotto and his observance 

of the common workers toiling at their jobs are set to a 

thickly orchestrated representation of events in Scene II. 

Taking note of the workers' less than creative efforts to 

accomplish their task, The Man discloses his thoughts ~y 

stating: 

Das kann man e infacher! 96 
That can be don e more simply ! 

55 

95John Crawfo rd, "Die gluckliche Hand : Schoenbergls 
Gesamtkunstwerk," The Musical Quarterly (October 1974), p. 597. 

96Arnold Schoenberg, Die gluckliche Hand, trans~ 
David Johns on, n.p. 



Approaching a center-stage anvil, The Man is the 

focus of a series of rapidly changing events. The workers 

show signs of hostility toward the intruder, but The Man 

is oblivious to their threats. 

The Man raises a hammer (m. 114) and strikes a 

stone (m. 115) that rests on the anvil. The stone turns 

into a magnificant golden diadem. The Man has again 

countered earthly rejection with his transcendental artistry 

and glUckliche Hand. There is a suggestion that The Man 

56 

is now resigned to his supernatural role. He scorns the 

continued threats of the workers and turns his back upon 

their gestures, thus emphasizing the urgency of his position. 

The scenario would seem to be complete. However, we have 

but reached the mid-point. Schoenberg's creation of the 

wind-light-tone crescendo (rom. 125-153) completes the 

actions of character realization initially set forth by 

the chorus in Scene I. 

Utilizing theosophical relationships from the 

color spectrum, i.e., red, orange, yellow, green, blue, 

indigo and violet, Schoenberg recreates an artistic 

transcendental experience. Carefully placed color changes 

are achieved through a detailed notation system (See 

Appendix B). The twenty-eight measure wind-light-tone 

crescendo sequence, in which all orchestral resources are 

employed, provides the single most fascinating portion of 

Die gluckliche Hand. 



Schoenbe~g's 1928 Breslau lecture gives some 

insight as to the significance of the color-crescendo: 

To be sure, this crescendo is 
clothed externally in the form 
of an increasing pain. · But this 
clothing is only an outer husk, 
only a line of demarcation. This 
can be discerned most clearly in 
the fact that the light and also 
the colors, and particularly the 
music, follow paths that by no 
means lead so directly upward as 
those of wind machine or other 
dynamic elements. These last 
are less suited to more complicated 
developments, and therefore remain 
in a straight line, limited to 
direct ascent. . . . The play of 
lights and colors, however, is 
not based only on intensities, but 
on values that can only be compared 
to pitches. 97 

John Crawford suggests that " ... the crescendo's 

motivation would seem to lie in The Man's supernatural 

awareness of the sexual activities of The Woman and The 

Gentleman ln the grotto." 98 Certainly, Scene III reveals 

a profusion of sound, color, wind and motion that convey 

the unmistakably mounting emotion within The Man. The 

emotional radiation achieved through multi-sensory sources 

is accompanied by explicit stage directions indicating 

that II ••• the Man must represent this crescendo of 

97John Crawford, "Schoenberg ' s Gesamt kunstwer k, " 
p. 592. 

98 Ibid . 
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light and storm in such a way as if both emanated from 

him.,,99 

Crawford's further observations of Schoenberg

Kandinsky associations between color, phychical effects 

and timbral equivalents within Die gluckliche Hand (rom. 125-

153) trace the colors and sound as reflective of the inner 

emotions of The Man. Brown, green and violet hues (rom. 130-

140), associated with morbidity and motionlessness, move 

to shades of red (rom. 141-145), equivalent to feelings 

of strength and excitement. The ultimate climax is 

reached with a brilliant emerging of orange and yellow 

light (rom. 146-150), which was to Kandinsky " ... the 

most psychologically disturbing color of all." lOO 

S. G. J. Ouseley, in his Colour Meditations, 

identifies seven basic types of human mentalities and 

temperaments under seven major vibrating rays. Using 

these published tables, one sees that the crescendo is 

represented as a movement from sympathy (green) and 

spirituality (violet), to life sustenance (red).101 

99Arnold Schoenberg, Die gl~ckliche Hand, trans. 
David Johnson, n.p. 

100John Crawford, Schoenberg's Gesamtkunstwerk, 
p. 591. Metaphysical implications of sound and color 
are discussed ln Chapter III. 

lOIS. G. J. Ouseley, Colour Meditations (London: 
L. N. Fowler and Company, 1949), p. 22. 
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The energy implied through the color ora~ge culminates 

in the dominance of intellect (yellow). 

The music heard during the wind-color-tone crescendo 

is built upon three figures which, in variance are heard 

intervallically, melodically and rhythmically, and intervals 

themselves expand from seconds to sevenths, and thirds 

to fourths, as shown in Example 3. 

n. 
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The Man's supernatural awareness of the sexual 

activities of The Woman and Gentleman, as suggested by 

= 

Crawford, is a logical conclusion in view of stage directions 

at the height of the crescendo (see Appendix B). The 

yellow saturation of the grotto entrance, the point from 



which The Woman emerges at the conclusion of the storm, 

provides evidence to support such speculation. 

Schoenberg's detailed instructions for facial 

expression, bodily motion and color variations, within 

the color crescendo, further strengthen the emotional 

trauma that occurs. 

The return to the illusionary world of The Man is 

achieved with a dramatic lighting change, consistent with 

theosophical concepts discussed in Chapter III. The 

intellectual forces of hues of yellow swiftly shift to 

pleasant bluish shades (me 153), suggesting devotional 

d 1 0 0 h h 102 an re 19louS t oug ts. Once again, The Man seeks 

the worldly pleasures he is not destined to experience. 

The subsiding storm (rom. 151-153) brings with it 

the return of The Woman and a recapitulation of matters 

exposed ln Scene II. Her appearance, like that in Scene 

II, but with the upper portion of her clothing missing, 

further taunts The Man as The Gentleman appears with the 

missing cloth in his hand (m. 161). A brief struggle 

follows as The Man vainly seeks to acquire The Woman 

one last time. A surrealistic sequence follows as The 

Man attempts to climb the side of the grotto to reach 

The Woman, only to slip and slide back to the bottom. 

This nightmarish action continues as The Woman covers 

102 Ibid ., p. 42. 

60 



herself before The Man and forces him, once .again, to 

his knees. 

Perched above the center stage, The Woman commits 

a final act of rejection by pushing a huge stone upon the 

destroyed Man. The stone, glowing from within, crushes 

The Man and immediately turns into the huge bat-like 

hyena of Scene I (m. 200). An off-stage band returns, 

and mocking laughter is heard as Schoenberg returns, full 

circle, to the setting of Scene I. 

The chorus of green faces reappears, this time 

presenting a choral texture clearly understood, because 

of its syllabic and homophonic character. Male and female 

choruses are now united in a single effort to proclaim, 

once and for all, the fate of the poor fool. 

Must you live again 
what you have so often lived? 
Can you never renounce? 
Never at last resign yourself? 
Still none? 
You seek to lay hold of what 
will only slip from you 
when you grasp it. 
Something is in you, 
around you, wherever you may be. 
Do you not feel yourself? 
Do you not hear yourself? 
Hold fast to what you grasp! 
Do you not feel what you touc h , 
the wounds first in your f lesh, 
the pain firs t i n your body , 
the joy that is abs ent from your Soul? 
And still you s eek . 
And tormen t yourself, and are without rest. 
You poor foo 11 l03 

103Arnold Schoenberg, Die gl~ckliche Hand, trans. 
David Johnson. 
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The drama is unfolded in less than twenty minutes. 

. ,-
What D1e gluckliche Hand may lack in literary merit is 

offset by its innovative approach to dramatic composition . 
. , 

Karl Worner suggests that " ... its success is always 

rendered questionable by the poetry .•.. the problem, 

the material--all this is for us today uninteresting, 

in fact insignificant. It may perhaps concern the psycho-

analyst who, from his point of view, wishes to work his 

way into the picture of the time before 1914."104 

Schoenberg's persistent critics go a bit further in 

pointing out perceived limitations within the work. The 

following review appeared in "Erwartung und Reichsbote" . , 
after a June 14, 1930, production of Die gluckliche Hand 

by the Kroll Opera. 

Die gluckliche Hand, libretto and music 
by Arnold Schoenberg, is simply frightful . 
. . . If the monodrama is concerned with 
psychological matters, then this work 
apparently is pathological in nature, 
and can only have a revolting effect, 
These are abortions of an over-heated 
imagination, it is degeneration. lOS 

104Karl H. Worner, "Arnold Schoenberg and the 
Theatre," Musical Quarterly (October 1962), p. 450. 

105Mischa Namenwirth, "Twenty Years of Schoenberg 
Criticism" (Ph.D. dissertation, University of Minnesota, 
1965), p. 402_ 
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Willi Reich correctly points out that "Schoenbe~g 

wrote this drama and set it to music at the very time 

106 when hi'S worldly humiliation was at its most profound." 

The autobiographical character of the libretto, acknowledged 

by Schoenberg, reflects the egocentric orientation that 

was a part of expressionistic outpouring popularized 

throughout the early twentieth century. John Crawford's 

article "Die gl{{ckliche Hand: Schoenberg's Gesamtkunstwerk" 

quotes Schoenberg from a 1928 lecture given in Breslau. 

This kind of art, I don't know why 
has been called expressionist: it 
could on no account express more 
than was in it! I also gave it a 
name, which did not become popular, 
however, I said it is the 'art of 
the representation of inner occur
rences.' But I must not ~ay that 
loudly, for all that is despised 
today as romantic. I07 

, . 
Karl Worner recognlzes the inner personal struggle, 

(t 

obvious within the libretto to Die gluckliche Hand. 

This libretto must be seen first in 
connection with erotic problems, some
what as they, especially before World 
War I, were handled by Strindberg and 
Wedekind, among others, the problem 
of the 'battle of the sexes,' the 
'Samson myth'--no doubt a problem 
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l06Willi Reich, Schoenberg: A Critical Biography, 
trans. Leo Black (New Yor k: Praeger Publishers, 1971), p. 83. 

I07John Crawford , "Schoenberg's Gesamtkunstwerk," 
p. 598. 



for that time, for that era of 
emancipation of women. lOa 

., .1 • 
Although Worner regards Die gluckllCh~ H~nd as a 

theatrical failure, its importance to musical style 

evolution he concedes. 

" ..• without Die gluckliche Hand 
there would be no Lulu."-r09 

This point is supported by William Austin in his 

Music in the Twentieth Century. 

" ... In 1961 the young composer 
Luigi Nono cited Die gluckliche 
Hand and Berg's Lulu as the two 
greatest works of the century."IIO 

Whether or not this is an accurate assessment of 

the true impact of the composition upon twentieth century 

musical style is of only passing interest. What remains 

clear is that, as a Gesamtkunstwerk, it is complete. 

What Wagner, Kandinsky, Strindberg and Kokoschka all 

•• sought, Schoenberg achieves in Die gluckliche Hand. 

108 b'd 585 I 1 ., p. . 

109Karl Worner, "Schoenberg and the Theatre," p. 452. 

110William W. Austin, Music in the 20th Century: 
From Debussy Through Stravinsky (New York: W. W. Norton, 
1966), p. 220. 
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VERTICAL STRUCTURES, LINEAR MOVEMENT 
AND TECHNIQUES OF COMPOSITION 

The atonical works of Arnold Schoenberg face con

tinuing criticism from both enlightened critics and the 

public. The seemingly random patterns of harmonic, 

melodic and rhythmic elements of Die gluckliche Hand 

force listeners to seek meaning in the text and extra-

musical sources. Careful examination of the musical 

score, however, reveals an affinity for succinct musical 

statements from classically-derived techniques. 

The influence of Wagner upon the young Schoenberg 

is documented with his comment to Dika Newlin " ... that 

he had heard each work of Wagner twenty to thirty times 

in his youth. IIlll Schoenberg's writing reflects this 

early exposure to Wagner's music. Acknowledgment of 

this fact is seen in Schoenberg's "Analysis of the [his] 

Four Orchestral Songs, Op. 22." 

Wagner has contributed to the development 
of structural formulations through his 
technique of repetitions, varied or un
varied, because they freed him from the 
obligation of elaborating longer than 
necessary upon subjects which he had 

IllH. H. Stuckenschmidt, Arnold Schoenberg, 
Edith Temple Roberts and Humphrey Searle (London: 
Calder, 1959), p. 18. 
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already clearly determined. Thu~ 
this language admitted turning to 
other subjects, when the actl0n on 
the stage demanded it. 112 

To attempt to base an analysis of the Schoenberg 
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style upon the influences of his musical models is questionable. 

Egon Wellesz suggests support for this statement in his early 

biography of Schoenberg by including personal comments 

regarding the development of musical style. 

Style is only the outward representation 
of the inner idea, which is the essence 
or the totality of that which is expres
sed in the work. 113 

In a letter to Leo Kerstenberg in June, 1939, 

Schoenberg emphasizes the importance of content over style 

within his early music. 

What I have sought to achieve in my 
music has never been a 'style' but 
always content and the most precise 
reproduction of that content. Hence 
my early work paves the way for 
understanding my musical ideas .. 114 

Willi Reich points out an early influence ln Schoenberg's 

112Arnold Schoenberg, "Analysis of the Four Orche s tral 
Songs, Ope 22," trans. Claudio Spies, Perspe ctives of New 
Music (Spring/Summer, 1965), The analysis was prepard l n 
February, 1932, for a talk on Frankfurt Radio. 

113Id ., "New Music, Old Mu sic, Sty l e and Idea ," 
Style and Idea, trans. Dika Ne wl i n (New York : Ph i losophical 
Library, 1950), p. 6. 

114E ·· ld h b 2 rWln Steln, ed., Arno Sc oen erg Letters, p. 09. 



schooli~g that is clearly incorporated within Die glUckliche 

Hand. 

My teachers were · primarily Bach and 
Mozart, and secondarily Beethoven, 
Brahms and Wagner. 115 

Die gluckliche Hand was written at a time when the 
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increased emphasis upon linear structures strongly influenced 

the analysis of post-romantic harmonies. Writing in 

"Perspectives of New Music," Bryan Simms discusses Schoenberg's 

concept of melodic and motivic design. A rare 1913 article 

entitled "Why New Melodies Are Difficult to Understand," 

found in the archives of the Arnold Schoenberg Institute 

in Los Angeles, provides Simms with first-hand confirmation 

of the composer's perspective. 

Every melody results from the repetition 
of more or less varied basic motive. 
The more primitive, the more artless the 
melody is, then the more modest the 
variation and the more numerous the 
repetitions. The lower the demands which 
may be put upon the capacity for compre
hension, the quicker the tempo of 
repetitions, then the more inferior must 
be its inner organization. 

• . . One saves space and expresses not 
with ten words what c a n be said with two. 
Such brevity is disagreeable to him who 
wants to enjoy his comfort. But why 
should the privilege s of thos e wh o think 
too slowly be preserved?116 

11SWil1i Reich, A Criti~a1 Biography, p. 175. 

116 
Bryan R. Simms , "New Documents in the Schoenbe rg-

Sche nker Polemic," Per s pectives of New Music, XVI, No.1, 
1977, pp. 115- 116. 



Robert Craft, in writi~g Columbia Record program 

notes for "The Music of Arnold Schoenberg," speaks of 

Schoenberg's 1946-1947 dramatic condensation of a world 

holocaust in the music drama A Survivor From Warsaw, Ope 46. 

The Survivor From Warsaw is a fully
formed music drama of six minutes' 
duration; the economy of statement 
and compression of the form are 
extreme . . . and no idea is repeated 
in the same way.117 

Thematic brevity characterizes Schoenberg's music 

of the atonical period. Preferring a process of rootivic 

development and variation over simple repetition, Schoenberg 

was censured by the disciples of the emerging Schenker 

School of analysis. Referring to Schenker's School, Bryan 

Simms quotes from Schenker's Harmonielehre: 

Only by repetition can a series of 
tones be characterized as something 
definite. Only repetition can demarcate 
a series of tones and its purpose. 
Repetition thus is the basis of music 
as an art. It creates musical form, just 
as the association of ideas from a pattern 
in nature creates the other forms of art. 118 

Schoenberg resists this popular understanding by 

stating that: 

" ... a melody o f higher artistic 
attainment will be e xp anded by variatio n 
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117 Arnold Schoenberg, The Music of Arnold Schoenberg, 
notes by Robe rt Cra f t, n . p . 

118 Bryan R. Simms , Schoenberg-Schenker Polemic, p. 117. 



rather than by repetition; and, in 
the modern age, it is necessary to 
dispense altogether with superfluous 
repetitions and simple variations, 
thus attaining greater artistic validity 
by abbreviated thematic elaboration and 
sophisticated variation. 119 
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Schoenberg, always the master teacher, gives additional 

insight into his early techniques that foreshadow his twelve-

note writing. 

Evaluation of (quasi-) harmonic pro
gressions in such music (12-note) is 
obviously a necessity, though more for 
the teacher than for the composer. But 
as such progressions do not derive from 
roots, harmony is not under discussion 
and evaluation of structural functions 
cannot be considered. They are vertical 
projections of the basic set, or parts 
of it, and their combination is justified 
by its logic. ~his occured to me even 
before the intr6duction 6£ the basic set, 
when I was composing Pierrot Lunaire, 
Die gluckliche Hand and other works 
of this period. Tones of the accompaniment 
often come to my mind like broken chords, 
successively rather than simultaneously, 
in the manner of a melody.120 

Although these comments suggest a musical bias for 

119Arnold Schoenberg, Harmonielehre, trans. 
Elizabeth Mann Borgese, ed. Osward Jonas ~hicago: University 
of Chicago Press, 1954), p. 5. 

120 d t 1 . . f I I ., Struc ura Func~lons 0 Harmony ~New York: 
W. W. Norton, 1969), p. 194. 



extensive linear analysis, Die gl~ckliche Hand possesses 

unmistakable vertical sonorities that outline tertian 

structures and implied tonal centers. This study does 

not purport to analyze Die gl{lckliche Hand on a beat-for-

beat basis, but rather to allude to certain tendencies 

of composition techniques as they may be seen to relate 

to the drama and visual aspects of the work. Further 

study of these techniques is merited. 

As illustrated in Example 4, the opening measure 
I # 

of Die gluckliche Hand (beginning with a partial sub-

dominant seventh structure; G, D-sharp and F-natural, 

and immediately adding the raised subdominant seventh 

interval; G-sharp and F-sharp, to coincide with the 

partial leading tone structure C-sharp, G-natural and 

B-natural) contains the II-note chromatic scale on D, 

with the note B-flat absent until measure three. At 

the very outset, the third scale degree is split (F and 

F-sharp), as is the tonic degree (D-sharp and D-natural) , 

forecasting the split dominant degree (A-natura l and 

A-flat finally given in the vocal parts in the third 

measure). with the addition of the B-flat, in meas ure 

three, the complete 12-note sca l e is present . 

Schoenberg's poly chorda l introductio n (rom . 1-3) 

affirms a D center as orches trated in harp (D and F) and 

timpani (A and C), concurrently with the implied sub-

dominant color (Examp l e 4-A) in bass clarinet and bassoon 

7 0 

(G, D-sharp and F), a n d a leading tone grouping (Example 4-B). 



in violas (C-sharp, G and B) . Although the third of the 

subdominant (the note B) and the third of the leading 

tone chord (the note E) are missing from the orchestrated 

grouplngs, they appear when analyzed within the total 

vertical structure (Examples 4-B, C and D) . The D center 

carries forward the tragic theme of the poor fool through-

out Scene I and IV. Alan Lessem points out that schoenberg 

regarded the D center as "his 
• I k ,,121 Itraglc eYe 

EXAMPLE 4 

Die B~ ist.~azt6;!JU fD:stl:r. Yom li<:gtW!r Man!l,d~s Gpsicht 3~ B.odE'n. Auf Sf'ini'rn Riiclct>n sitzt ein katzenartiges 
FabcttlOnHyanf' mit nedt:rma.tl$al1:~n, groll,.n Flugeln), das ~Ich In ~inen Nacke-:t verbissen :ro h~n scheiot. Du 
Bi:ilUle:nao~hnitt ist seiu' kle-i n, ('in wPnig rond (ein fl3cller Bogen). DE'T Hintergrtlnd wird d arch donk~lviolett('n 
Sanlmt abj:!:i>SCh!(I:<sf'D. In dl'tn s ind kltine L"cKl'n, ailS d en!!'n griin beteorhtete Ges ichter scha.Ufn: sechs Manner 
SI:lcli3 Frauen. Di .. Be-lenchtanl! Si'hl' schwach.Von dl"ll Ge-;;ichtern sieht man fast nor die ACf7en dcutlich. Alles ~ 
rlg e ,I<lt mit :tart ro/lichf'n Schleiern vernolll) die aber von dE'tn griinen L icht ebenfalls eio ~€'ni er;'ellt werden, 

Miifiige J, abel' sehr heft)g, ,) .. ell 92 
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121Alan Lessem, 
Arnold Schoenberg (Ann 
in Music010gy--No. 8," 

Music and Text in the Works of 
Arbor: UMI Research Press, II Studies 
1979), p. 115. 



Split scale tones, D-sharp (m. 1) and D-flat, en-

harmonic with C-sharp (m. 3), create a whole-tone scale 

outline (G, B, D-sharp, and F--suggesting G, A, B, C-sharp, 

D-sharp, and F) and serve- as an important structural 

link at the upper end of the polychord (Example 4-D). 

Appendix A provides an analysis of the interval content 

and chordal vocabulary of measures 1_3. 122 

Schoenberg utilizes all twelve scale tones, with 

the note B-flat added last, by the end of the third 

measure. After a brief spinning-out of the opening wood-

wind ostinato figure (m. 3, beat 1), the D center is 

disrupted as the contrabassoon sounds a major third 

below the on-going pedal (Examples 4 and 6). The addition 

of the B-flat is followed by - the entr~nce of solo pizzicato 

violin, marked Haupts.:timmep, sDuildiD9 :an: -a~gmented fifth 

above the B-flat (F-sharp)--Example 6-D. This B-flat to 

F-sharp interval 1S heard again at the very close of 

Die gluckliche Hand (rnrn. 253-255) as the clarinet in D 

restates the B-flat pitch, followed by the augmented fifth 

color in the piccolo (Example 5). 

122 1 . t 'I d . Interva content 1S cus omarl y expresse ln terms 
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of the number of intervals contained in each of six "interval 
classes." The first interval class embraces the m2 and its 
inversion the M7. Class two embraces the M2 and m7, class 
three the m3 and M6, class four the M3 and m6, class five 
the P4 and P5, and class six the augmented 4th and diminished 
5th according to Richard Domek in "Some Aspects of Organization 
in Schoenberg's Book of the Hanging Gardens, Opus 15," in 
College Music Symposium (Journal of the CMS) , Fall, 1979. 
p. 113. 



EXAMPLE 5 
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A more symbolic linear analysis of the first three 

measures is seen as complementing the aforementioned 

interpretation. Based upon the analytic assumption that 

the polychord under discussion (Example 4, page 71) 
. 
1.S 

a structure of seventh chord members, Alan Lessem dis-

cusses this possibility. 

The musical representation of the 
non-temporal is the orchestra pedal
point (harp, timpani, lower strings) 
which runs through the ent j.re scene 
as a chord of four superimpo sed 
minor sevenths. . The interval 
itself stands as a symbol of t r ans 
'cendent neutrali ty . Fo r a b rief 
moment, in the o penin g bassoon 
figure, a major sevent h strains 
away from it, but t he significance 
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EXAMPLE 6 

DIE GLOCKLICHE HAND E 

EXAMPLE 7 
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The permutation of the openi~g ostinato figure, to 

accommodate a convincing cadence point (m. 29), resplendent 

with the split 5th (A-natural and A-flat) in the D triad, 

preceded by a bi-chord comprising the Locrian dominant 

(A-flat, C, E-flat) with a quartal structure below (F, B-

77 

flat, E-natural), typifies Schoenberg's delight in manipulating 

linear fragments. The uncertain dramatic resolution is 

musically achieved with a D-minor chord in bassoons (m. 29). 

The D, F, A base (Example 8) is ruffled somewhat by the 

dominating violoncello line which settles on an A-flat, a 

minor second (desire and illusion) from the split fifth 

chord member. The musical symbolism accurately anticipates 

the conflicts that are to be unraveled. 

The evolution of melodic figures, derived from 

the D centered polychord, structured with split thirds 

(F and F-sharp) above the D root, becomes increasingly 

apparent as both dramatic and musical elements unfold. Solo 

violin performs pizzicato half-step figures ~-sharp up to 

G and F-sharp down to F-natural) at the end of the third 

measure (Example 7-D) which consitute a musical effrontery 

to the entrance of the chorus of appeasement (rom. 3-4). The 

symbolic suggestion of desire and illusion, represented 

by the minor second interval, contrasts with, the quieting 

role of the chorus, who whispers "Still, 0 schweige e, " 



The principal hal~-step, whole-step fate f~gure 

that is idiomatic to the wind-tone-color crescendo and 

illustrated by first flutes in measure 126 (B-flat, A, 

B-natural) initially appears in measure four, played by 

the bass clarinet (Exampl e 6-E). The octave displacement 

of the final tone (B-natural) is typical of the thematic 
,-

intervallic conflict found throughout Die gluckli'che- Ha-nd. 

The pronouncement of the fate figure, Example 9, 

continues as the E-flat clarinet performs a transposed 

statement, marked Hauptstimmen O-f), asserting fate 

clearly above the entire ensemble. Though marked ppp, 

this passage is the highest sounding timbre and effectively 

overshadows even the female voices. 

EXAMPLE 9 
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Schoenberg's unique system of notating principal 

and secondary voices in a complex score, i. e., Haupts't 'imm:en 

(~) and Nebenstimmen (~), is of interest in ascertaini~g 

motivic intent. Employing a bracket notation to des~gnate 

the degree of emphasis to be placed upon a specific voice, 

the practice is illustrated with typical instructions for 

performing woodwind passages (bassoon I--Hauptstimmen and 

bassoons II and III--Nebenstimrnen). 

EXAMPLE 10 

III ±-,.-' 
----
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Die gluckliche Hand represents a si~gular adaptation 

of the Schoenberg notation system. 'Robert Falck addresses 

this point in correspondence directed to Jonathan Dunsby, 

author of "Schoenberg's Premonition, Ope 22, No.4, in 

Retrospect," which appeared in the June, 1977, issue of 

the Journal of the Arnold Schoenberg Institute. 

In Die gluckliche Hand, the same 
h.~-and~] is altered to suit the 
occasion: "Die Gesangs--und 
Chorstirnrnen sind, wenn nichts 
Gegenteiliges angegeben ist, stets 
Hauptstirnrnen" (emphasis original). 
There would seem to be a con
tradiction here, since in all 
of these pieces, there would be 
more than one Hauptstirnrnen at 
almost every moment. In Die 
gluckliche Hand, there ,is another 

. direction which should allay our 
concern on this point: "Wo zwei 
oder mehrere stimmen als Haupt-



stirnrnen bezeichnet sind, sollen 
aIle horbar sein." This happens 
routinely in the score of Die 
gluckliche Hand, though nowhere 

. else in Schoenberg's works as 
far as I know. Individual voices 
in the chorus of this work are 
also marked. 124 

Trombones, designated Hauptstimmen, carry forward 

the principal figure in a melodically mirrored form ~xample 

11). Here the pitches C-sharp up to D are followed by a 

minor seventh upward leap to C-natural and resolved downward 

to B-natural. A polyphonic chorus, now of a four-voice 

texture, intones "once agin, trusting in a dream." 

EXAMPLE 11 

80 

0~.~~ · lf~);~-~~g~~~~§k~r==~"§·lI;~r.~~~CSis~~· ~.J~'-'~i·~~~~~~~'~"~c==3~~~~~d~ 
l ' ~==-. .--::::-

The complexity of polyphonic choral writing increases 

to a six-voice texture (mm. 11-14) with orchestral support of 

the low register still maintaining vestiges of the polychord 

on D. Sporadic orchestral coloring occasionally doubles 

vocal lines (solo contrabass and lower male voices, first 

bassoon and high male voices--Examples l2-A, B, C).. This 

growlng sonic density in the music is heightened by the h~ghly 

polyphonic treatment of the twelve-voice chorus. 

124Robert Falck, Correspondence with the Arnold 
Schoenberg Institute, Journal of the Arnold Schoenberg 
Institute (Los Angeles: Arnold Schoenberg Institute, 
March 1979), pp. 10g-llO. 
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EXAMPLE 12 



Schoenberg uses mirror techniques of compositi.on th;Lo~9h

out Die gl~ckliche Hand. Example 12-A provides one il-

lustration of this mirrored linear writi~g. Marked 

Hauptstimmen, the first bassoon plays a minor second 

(B up to e), followed by a minor second descent (~ to 

F-sharp). The melodic fragment is built outward from 

its major third center, G to B. 

As the choral density is reduced to a two-voice 

texture (Example 13, m. 15), men in unison and women in 

unison, a variation of the fate figure, treated in sequence 

and diminution, is heard in the flutes and solo contra-

bass. With a half-step passing tone placed between the 

initial whole-step, a retrograde inversion form of the 

figure appears three times in the flutes (Example l3-A) , 

followed by a characteristic manipulation of tones played 

by contrabass (Example l3-B). The descending violin line 

(m. 15), that harmonically plains a two-against-three 

rhythmic .pattern (Example l3-C) , is answered by an expansion 

of intervals in keeping with t r aditional row ordering, 

i.e., 2nds to 3rds to tritone (Example l3-B). Such 

techniques of linear writing, that were to become the basis 

of 12-note composition more than a decade later, can b e 

". d 125 found throughout Die gluckllche Han . 

125These new methods [1 2-note] were developed in 
the second decade of the c e ntury and found their first 
definite e xpression in the f ourth movement of Schoenberg's 
Serenade , Ope 24 (1923). . according to Willie Apel in 
the Ha rvar d Dictionary o f Music (Cambridge, Mass: Harvard 
Unive rsity Pre ss, 1951), p . 776. 
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EXAMPLE 13 
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The resolution of choral denunciation (m. 20) 1S 

supported by octave-doubled unison Sprechstimme on the 

pitches E, E-Flat , D, E-natural, one further statement 

of the transposed half-step, whole-step figure. Und Kannst 



nicht bestehn! (And you cannot win!) declares the chorus, 

with sentence resolution on an E-natural, the supertonic to 

the pedal D. The D center that dominates Scene I is re

affirmed on the first beat of measure 21 as the contra-

bass and harp sound D, the lowest orchestral frequency 

present. The major second interval created between contra

bass and vocal parts (D and E, m. 21) again calls for the 

neutralizing of The Man's false illusions--a conclusion that 

must wait. 
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As the chorus pronounces its judgment that The Man is 

a "poor fool" (mrn. 21-22), the contrabass moves from its 

D root downward a major seventh to E-flat. The major 

seventh implication makes the world of illusion (Scene II) 

appear real. The impending .conflict .between desire and 

appeasement is therefore painted in harmonic texture con

taining all the twelve tones (m. 21, beats l-3) within the 

D octave, further emphasizing the symbolic representation 

mentioned above. 

with the aid of subtle orchestration techniques that 

outline incomplete polychords that contain incomplete mirrored 

seventh sonorities and a rhythmic pulse of pizzicato sixteenths 

in the violoncello and contrabass (Ex ample l4), The Man's 

world of illusion is anticipated. Ret a ining his t r a gic D

minor pedal in the harp and timpani, Sch o enberg achieves a 

transition of orchestral color and i n tensity in pizzicato 

strings, marked imrner leiser (m. 24) , with a change to col 

legno bowing (me 24), a nd ever lessening volume, indicated by 



the direction imrner 'abnehmend. The l~ghtly ' ~gitated rhythm 

of pizzicato strings, played at a pppp level {me 25}, echoes 
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the vertical color from the multiple stacking of minor seventh 

intervals that create an incomplete construction built upon 

mirrored tritones, outward to major thirds tsee Example 14). 

Schoenberg's orchestration and rhythmic condensation of the 

rhythmic pulse succeed in achieving expectation for the 

awaiting transition (Example 14). 

The listener is acutely aware of the appeasing quality 

of the ever-present D pedal (rom. 23-25) in harp, timpani and 

lower strings (Example 14). However, the subsiding musical 

and dramatic activity at measures 22-26 is suddenly inter-

rupted by the sounds of a raucous off-stage band of high wood-

winds, brass, and percussion (m. 26) at a dynamic level of 

ff. The polyrhythmic character of triple and double meters 

(3/8, 4/4, and 2/4) alters immediately any s~ggestion of 

resolution, implied by the diminished orchestral palette. 

Alan Lessem describes this striking moment in his published 

dissertation Music and Text in the Works of Arnold Schoenberg. 

In a short transition passage, a brutal 
transposition from other-worldly to worldly 
is effected by the sudden eruption, back
stage, of 'vulgar' music: a combi.nation 
of waltz and march in high, winds and brass. 
This parodistic musical ' grimace (ending 
realistically in a shout of mocki~g laugh
ter} bears the mark of Mahler and looks 
ahead to Wozzeck. Anticipating Berg, too, 
is the 'banal' triad (D minor trombones, 
m. 25 Isic] which, barely 
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The mocking la~ghter and raucous off-stage music is 

produced from a set of quartal vertical structures of perfect, 

a~gmented and diminished intervals (F to B-flat, B-flat to 

E, and E to A-flat) sourrded by the trombones and French horns 

and illustrated in Example 15, measure 28. 

l1.n. 

'1'r~1. 
Bec~. 

DerMaDD. 

1.2.3.Soto.Dr. 
ID.D,r. 

EXAMPLE 15 



The quartal harmonic spacing of the off-st~ge brass band 

fits neatly into the polychord of the D center that is 

briefly heard on the fir$t beat of measure 28. 

Scene II begins with the long-awaited awakeni~g 

of The Man. Using the retrograde form of the primary 

motif (half-step, whole-step), The Han affirms, Ja, 0 ja! 

The appearance of The Han (m. 29) at the start of 

Scene II is musically enhanced through further manipulation 

of the principal melodic figures, i. e., -the major secondl 

minor seventh, and the minor second/major seventh. As 

The Man enters his world of illusions and desire, his 

plaintive cry "Ja, 0 ja!1! (G-flat, E, F) follows a trans-

posed retrograde spelling of the principal fate figure 

(Example 16). In its retrograde form: (mm. 29-31), the 

resolution, last two notes (E to F), is that of the minor 

second (desire), thus anticipating the future struggle of 

The Han. His lustful desire echoes the fate motif with 

repeated pronouncement of the minor second, minor third 

figure. 

EXAMPLE 16 
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As The Man continues his monologue singin~ Das Bluhen, . . . ; 

o Sensucht, the descendi~g vocal line exhibits further 

evidence of Schoenberg'~ mirror constructions. From 

a whole-step center (E-fiat to F), a minor sec6nd followed 

by a minor third (F to F-sharp to A-natural and E-flat 

to D to B), the intervallic structuring gives unity to 

the musical moment (Example l6-B). 

The orchestral interlude that interrupts The Man's 

monologue (rom. 31-32) rr.usically anticipates the "blos-

soming" of the text through a perfectly symmetrical 11th 

chord (built upon an E-flat that is missing the D until 

the flute, marked Haupstiromen, moves E-flat to D). The 

stacked augmented triads (E-flat, G, Band D, G-flat, 

B-flat) are illustrated in Example 17. 

EXAMPLE 17 
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Mirror scale techniques are seen in measure 32 with a 

whole-step, half-step scale pattern found in the celesta. 

The B-flat, C, D-flat, E-flat, E-natural, F-sharp, G, 

A scale is presented in ~irrored form with a minor second 

center (E-flat to E-natural), illustrated in Example 18. 

Cel. 

Err. 

Oloeksp. 
Xyt. 

The major ninth interval (E down to D in the harp, 
, 

m. 32), followed by the major seventh interval (G down to 

A-flat, m. 32) are heard in a descending line that reverses 

itself (E-flat up to D, m. 33) ln anticipation of the entrance 

of The Woman, measure 36 (Ex ample 19). 

EXAMPLE 19 

-- ~-=L 



Sweepi~g phrases of cascadi~g minor ninth (a~gmented octave) 

sonorities in the strings herald The Woman's arrival. The 

Woman's leitmotif is played by violins (Example 19, m. 36), 

answered in the violonce1li (m. 37}, and followed by a 

dissonant sixteenth-note quartal utterance sounded outward 

from the perfect fourth (D to G), mirrored with a~gmented 

fourths (G up to C-sharp and D down to A-flat) in the contra-

bass (Example 20, m. 40). 
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At measure 45 The Man's fantasy . grows with increasing 

intensity as he sings: 

How you Smile! How your eyes la~ghl 
Ah, your lovely Soul!127 

A thinly orchestrated accompaniment provides The Man with 

l27Arnold Schoenberg, Die gl~ckliche Hand, tra n s . 
David Johnson, n.p. 
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pitch reference (C-sharp in celesta and first violin, m. 46) 

for singing key words of self expression. The reappearance 

of the principal fate motif {B-flat, A, B-natural} in the 

vocal part em. 46, beat 2) prepares the listener for the 

spiritual metamorphosis yet to corne. The Man's final words, 

"Ah, your lovely Soul," are sounded to the retr~grade inversion 

of the principal figure (B-flat, C, B-naturall with an ap-

propriate donward octave displacement as the final reach 

(Example 2l-A). 

Ascending violin passages in measure 47 (Example 21-B) , 

built upon major seventh leaps (D to C-sharp, B-flat to A, and 

A to G-sharp) direct the listener's attention to the consum-

mation of spiritual transformation dramatically staged at the 

Pause, die Entzucken ausdruckt. The 'musical preparation for 

this moment of dramatic intensity (see Appendix C) is ac-

complished through a sequence of progressions built upon an 

E13 chord. The rapturous pause is set to a brightly colored 

E sonority that occupies four and one half octaves (the added 

C-natural in the tuba to G-sharp in violins and flutes-

Example 21_C).128 

128Theosophical findings strongly suggest metaphysical 
relationships between the tonal center of E and the color 
yellow. Yellow is traditionally associated with the intellect, 
the color employed at the culmination of the wind-color-tone 
crescendo in Scene III (see Appendix C, rom. 147-150). A 
discussion of this speculation is presented in Chapter III~' 
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The implied progression of vertical sonorities 

(Example 22, mm. 46-49) leads to the formal cadence at 

.which point the goblet, possessed with transcending qualities, 

passes from The Woman to The. Man (m. 49}. 

EXAMPLE 22 
\ 

~ 
#~ 

~ ./ ~ ~h_·~ ...... ~ 

} (-:) rr -.,.., ,-...C::J . ~~ ... ttl.-\ ,-(~ t,X -tt' ...25::0 
I Y") --H- - v -"'v " >< "'"1'-"0 
\.. IJ -I+" ~ , .. X 

,vq 8 '--' 

be 
~~V 
:r (.:l .. ) ~b (SP\.lT) MI r-rCo ~ #D~ .... Be3ts d-.-Y r:;... .,......,. 

) 1",\1 .h X..w ;::;::' C") 
I , J-! ><-u--- VJ c.) C:.> 

I "' I J AX a....,....... 

" ./ Q [J 1'-"" 7 '-.J c """) .-R't;:::;: . 
I ¥t ··~7 ~ (3) .~-~ 

:il'l (') ]I 97 O~ +b ( 'T) """----' 
E~ _N yl J: +~ _ - -- -- ._. ------- - ---- . . -

J 
__ t _li.__ + 6 / 

~ 147 J Af-d;"", ----, -} -
I ) -tr - I 

.:tJ;- .h_ I 
L C'\ 

. v - I 
~ 1./ I 

_ 0 

\ -I 
i ., 

J ~. ! I I 

tt --... 1-- ( J k _ II 
If"\ 1<:; ':"fo- (~y - -,. 

\ .. l ... .... ~ (J 
I ·0 

0 I 
I 

r"\. • -:r:z;. (/-

',1 1 ' 
, C) 

J 
I~ \ 

As the chordal pr~~ression unfolds, the linear shape o f 

descending orchestral passages (~elesta and vio lins at m. 46, 

Example 21-B} is countered by The Man singing a major seventh 

upwards (B to B-flat, Ex ampl e 21-A) , stating the fate motif 

(B-flat, A, B-natural), and droppi~g to C-sharp, the minor 

seventh of appeasement. The conflict of desire and resolution 
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is musically kept alive. He~ghteni~g the cadential impact, 

Schoenberg reverses the linear direction just before resolution, 

achieving a satisfying d~amatic moment (Example 21-B). 

Tremolo violins, agitated by pizzicato lower strings, 

paint the musical backdrop at measure 51 for carefully plot

ted stage action (see Appendix B). The musical support for 

dramatic action follows motivic and rhythmic patterns that are 

now well established. 

A transition from the spiritual drama of inner 

enlightenment to a state of egocentric desires is established. 

The hand of The Man lowe~s, orchestral density increases 

(rom. 58-62), and· the world of illusions reappears. Restating 

his initial exclamation of desire, The Man prolongates the 

principal fate figure over ~ three-m~asure phrase as illustrated 

in Example 23. Built upon the repetition of the first four-note 

figure (e , E-flat, E, A-sharp in measure 61), it is restated 

in rhythmic diminution one measure later (A, B-flat, D-flat, 

A) and brought to completion in measure 63 as The Man intones, 

"I live again!" 

EXAMPLE 23 

etwas bre iter j, = ca 104 
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Wie schon du bist! 



The fate motif, sung by The Man and containing notes 

of the F-sharp center (B-flat, A-natural, C-sharp), is heard 

against the orchestral texture which contains figures and 

motifs formed by all twelve notes of the scale. Woodwinds 

echo the half-step, whole-step figure (Example 24-Cl which 

was initially presented by violins in measure 64 (Example 

24-A). The inverted form follows in violoncelli (Example 

24-0) as means of introducing a brief energetic outcry of 

thematic material (Example 24-E) that is related to the 

highly charged subject that opens Scene III (Deeds and 

Action). The motif of desire (minor thirds and minor seconds) 

sounds in violoncelli (Example 24-D) , only to receive a con-

flicting conclusion with the appearance of the fate motif 

(Example 24-0). A flourish of quartal intervals (perfect 

fourth, tritone, minor second, perfect fourth and tritone) . 
In 

harp accompanies the complex motivic development that is 

illustrated in Example 24-B. 

Once again, stage action dominates musical con-

siderations, with movement and facial gestures carrying 

forward the drama. As The Woman proceeds to make a 

fortuitous exit, The Man stretches toward her in a vain 

attempt to fulfill his illusions. Violins and piccolo 

heighten the action with shimmering colors of tremolo and 

trilled figures that contribute to the dominating theatrical 

events. 
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The preponderance of major and minor third group

ings during the exit of The tvoman (oboes and celesta in 

98 

m. 70, trombones in m. 71, and violas and violoncelli in 

t. 

II. 

rom. 75-77) are colorations of a striking frequency range 

expansion that culminates at the end of measure 72. The 

contrabassoonist plays the lowest possible orchestral tone 

(B-flat), effecting the root of a trichord (B-flat, C, Dl 

in the low register (Example 25-A) , as the piccolo paints 

the upper harmonic spectrum with the tone B-natural, a 

minor second (desire) six octaves above the B-flat root. 

The inner anguish brought about by the exit of The Woman 

(m. 73) is followed by a second dramatic fermata (m. 73). 

To the sound of the stretched major ninth (D to E), The Manfs 

expected agony is resolved with the minor third--desire 

(Example 25-B). 

EXAMPLE 25 
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The descending leaps of the minor seventh intervals in the 

low strings (A to Band B to C-sharp), through arco passages 

in violoncelli and contrabass (Example 25-C) , assist in 
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establishing musical identity as a permutation of The Woman's 

leitmotif, earlier heard in measure 47. The female motif 

appears in varied forms during the following sequence (rom. 76-

77), always adhering to the wide leaps of seventh and ninth 

intervals in the string section. 

To the harmonic texture of split thirds, The Man 

glances upward from a state of complete dejection (m. 74) to 

see The Woman before him (m. 75). The Man extends a kiss 

(m. 78), a touch (m. 81) and an upward stretch (m. 84) toward 

worldly fulfillment. Tonal patterns ascend to the B center, 

accompanied by an ever-increasing orchestral density. The 

spirituality of the tone B, documented in Chapter III, sug-

gests a symbolic state of mind for The Man as he seeks his 

world of illusions. A mirrored structure in French horns 

(m. 85) projects minor third intervals (B up to D and F-sharp 

down to D-sharp) outward above split third triads built on 

the B center and its added sixth tone, G. High woodwinds 

fill in the sonority with trilled tone clusters consisting 

of the pitches E, F and G-sharp, A. 

The Man has seemingly reached his i l l usionary wo rld. 

The Woman has departed, but he finds so lac e in his utterance, 

129 "Now I possess you forever!" The floweri!1g of The 11an' s 

129 II 

Arnold Schoenberg, Die gluckliche Hand, trans. 
David Johnson, n.p. 



illusionary desires thro~gh deeds and actio~ is musically 

anticipated in measures 84-88 by lower woodwinds, French 

horns and violoncelli. 

The preoccupation with the minor seventh. in Scene I 

(appeasement), which yields to the major seventh extension 

throughout Scene II, is resolved at the beginning of Scene 

III (m. 89). The major seventh interval is momentariiy 

stretched to the octave (B to B in m. 89) within an implied 

B center, as seen in Example 26. The grounding of musical 
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illusion is accomplished with a short statement (Example 26), 

set forth in clear, syncopated fashion. According to Alan 

Lessem, the energy level of this introduction (rom. 89-96) 

EXAMPLE 26 
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.. 
• • • makes a plain reference to notions of musical 

,,,ork. ,,130 The Man has arrived in the grotto where he seeks 

the role of The Worker. 

The d.riving force of the brief introduction is abrup"tly 

halted (m. 97) by a subito ppp dynamic cha~ge. A flute 

ostinato (Example 27-A) is heard above the E center which 

is rooted in the solo violoncello (Example 27-C). A split 

third vertical structure (E, G and G-sharp, B) sounds in 

the xylophone and the harp (Example 27-B). A thematic 

similarity is observed in the clarinet phrase (rom. 97-98) 

when compared to the ascending motif which preceded the 

rapturous pause (rom. 47-48, Example 2l-B). The Man's 

spiritual awakening would seem to be complete. The Man 

of Die gl~ckliche Hand now faces the .,reality of his destiny. 

130A1an Lessem, 
---~ 

Music and Text, p. 112. 



Immediately after the exclamation by The Man that 

"that can be done more simply,,,131 the frenzied work theme 

102 

reappears in lower strings (m. 103.1. The imitative character 

of this section is suggestive of the energy and assertive 

quality typified by the off-stage band ' at the end of Scene 

I (Example 15). 

Patterns of the whole-step, half-step fate motif 

(D, E, D-sharp in violins--m. 104, G-sharp, A, G-natural in 

flutes--m. 104, F-sharp, expanded to A, G, F-natural in 

violins--m. 105, D-sharp, E, D-natural in viola, m. 106, and 

F-sharp, G, F-natural in viola, m. 107) undergo a metamorphosis 

in a drive toward the climactic moment of character trans-

formation in measure 115. From a dynamic level of pp (m. 102) 

to fff (m. 114), Schoenberg achieves .. artistic tension that is 

released at measure 115 in what Stephen Vise describes as 

the "Diadem Chord. "l32 As The Man splits the rock and 

creates the golden diadem, a vertical structure of all twelve 

tones is sounded. 

The immense polychordal structure that emerges on 

the downbeat of measure 115 (Example 28), reflecting the 

transcending moment of The Man's experience, consists of an 

131 .. 
Arnold Schoenberg, Die g l uckl i c he Hand , trans. 

David Johnson, n.p. 

132 Stephe n Solomon Vi se, "Wassily Kandinsky and 
Arnold Schoenberg: Para l lelisms in Form and Meaning" 
(Ph.D. dissertation, Washington University, ~969), p, 115. 
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immense tertian 23rd chord whose crow~ (diadem), the intervals 

19, 21, 23, is broken and placed at the bottom of the 

structure. Example 29 details this possible analysis. 

Two 11th chords, one consisting of white notes lG, B, 

D, F, A, C), the other of black notes (E-flat, G-flat, B-flat, 

D-flat, F-flat, A-flat--the displaced top three tones enhar

manically spelled C-sharp, E, G-sharp and placed at the bot-

tom of the structure) can be viewed also as four stacked 

triads. This analysis provides a symbolic reference to the 

shrouded state of The Man's existance as an artist. Two major 

thirds (G, B, D and F, A, C) are surrounded by two minor triads 

(D-flat, F-flat, A-flat on the bottom and E-flat, G-flat, 

B-flat at the top). 

At the very moment the earthly rock was severed and 
", 

transformed into a diadem by The Man, Schoenberg achieves a 

split chord with likely metaphysical explanations (see 

Chapter III). The melodic and rhythmic figures that are 

heard in solo violin and celesta (rom. 115-116) suggest the 

G center analysis illustrated in Example 28. The poly chordal 

quality of measure 115 is confirmed by a G center in celesta 

(F-sharp, A, C) and the F-sharp, G, B-natural structure in 

the bassoons (Example 28 and 29). 

The Man's actions of confused acceptance of his gift 

are accompanied by shimmering strings (m. l22) and flutter

tongue wind tones Cmm. l21-l22). After the crescendo in 
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EXAMPLE 29 

Measure 115 

Two 11th chords with 
the "crown" displaced 
to the bottom of the 
tructure. 

_____ -ft---~------~~~ 

Two major triads encircled 
by two minor triads. 
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ascending strings (mm. 123-124), a sudden ppp flourish of tones 

from the synthetic scale G, A, A-sharp, B, C-sharp, D, D-sharp, 

F-sharp (G) is heard in the celesta (m. 124) and performed in 

a retrograde pattern beginning on F-sharp. The stage darkens 

(m. 124), orchestrated density subsides, and the d e eds of The 

Man are recreated in one of the most effective e xampl e s o f 

artistic synaesthesia. 

In his publishe d di ssertat ion Music and Text in 

the Works of Arnold Schoenberg , Alan Lessern has carefully 



detailed the motivic rhythms in the wind-color-tone 

crescendo that follows (mm. 126-lS3). 

TABLE 3133 

.X Y ·'# ·2 -
.'t n '"I Jt '1 f /. '1 In nJ 

1 J }¥ m ff1 /: ~fflm_J~_Iffl . . . . . . 
.. . ~ .' . -. 

. - : :- . 

1 fj J - . ", n r--~- .--~-

·r -J m J J J % 
'3 - :l ~ 

. 

n J .J1 mill ffll /. 

'I J. DJ ,. ., 

- '. , 
. : .. 

.; 6 . 

J_J J . .J J JjJj ffJj z J fffjJ 
~ J_fffl ffli7 im, % 'I J fffJ j .. --- ~ 

Lessem's analysis of the rhythms in wind-color-tone 

crescendo is here expounded: 

The three groups of rhythms have, in 
column X, two-, three-, and four-note 
patterns r espectively; variants of 
each pattern within the group represent 
an augmentation of diminution of given 
values. The first eight measures of 
the crescendo (mn. 126-133, dull red 
to brown) are characterized by textural 
diffuseness and a discontinuity of 
motion, the patter0 S of column X 

__ US lC and Text, p. 114 
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bei~g arranged disjunctly and distributed 
in pointillistic near-randomness~ Each 
pattern is sharply differentiated by 
mode of articulation, dynamic level and 
instrumental timbre. with the change from 
green to blue-grey (beginning m. 137), 
individual figures become more assertive 
against an accompanimental backdrop which 
is clarified by the repeated rhythmic 
patterns of column Y (mm. 137-139: 
winds and upper strings; mm. 140-151: 
all the strings; mm. 141-142: harp and 
timpani). At the same time an overall 
integration of dynamic levels brings a 
large part of the orchestra into a steady 
crescendo, leading into sustained fortissimo 
from m. 145 (blood-red). Textural in
tegration is achieved by a thickening 
ostinato which pits itself against the 
urgent linear drive of the more extended 
patterns of column Z. As the overall 
crescendo reaches its head (glaring 
yellow), the trumpets at m. 148 proclaim, 
in three-fold stretto, the powerful rising 
figure of mm. 84-85, making clear the 
parallel between the two climaxes; in 
both, the Man imagines that he possesses 
the Woman. l34 

The Man's twisted image of himself is musically dealt 

with through the complexity of rhythmic design and harmonic 

structuring. Schoenberg's ability to create dramatic 

intensity through classically oriented techniques is 

examplified from the very start of the wind-color-tone 

crescendo. An ostinato figure ln woodwinds and harp 

(m. l25), built upon the C, E, G, B-flat seventh chord 

over the double pedal notes G-f1at and F, rhythmically 

stabilized by a three against six pattern, is reminiscent 

134 Ibid ., pp. 114-115. 
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of the first three measures of Scene I. The fate motif in 

the flute (seconds) and that of desire (thirds) are combined 

to introduce the panorama of color and sound that recreates 

the dramatic events revealed thus far. l35 

As the stage is illuminated with red light (life), 

Schoenberg weaves the fate motif (Example 3,O-A) with The 

108' 

Woman's leitmotif (Example 3D-B) while supporti!lg the musical 

statements through expanded interval motion (Example 30-C). 

EXAMPLE 30 

'ereSCl1tt!O c!el Willd~' gcllt ~i.n cr:t-'Ul1C:O der Beleucbtuog. Es b~ginnt ril it schWacb rotli charn Lichl.(>-O;) (von o~n aus) .•••••• • •• ~ ••••• '. 

135Theosophica l c olor associations are discussed 
in Chapter III. Reference to stage color ~nd metaphysical 
considerations is provided throughout this discussion of 
the wind-color-tone crescendo for more accessible cross 
analysi s . 
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The use of The Man's fate motif is 'rhythmically 

and motivically dominant thro~ghout the wind-color-tone 

crescendo. Often heard in a stretto treatment, the f~gure 

evokes renewed interest through contrary rhythmic motion 

(Example 31, m. 136) and the accompaniment of parallel 

half-diminished seventh chords that are planed in the 

manner of the motif. 

EXAMPLE 31 

••••••••••••••.•••••••••. Daraus entwickelt sich ein dunkles Blaugrau ('0 .. ) •. -I 

'113~r"" ~~ ......... ~~~~i.· .......... : .:.:.: .... '.' i ~r' 
\ ~I)z k~ b. 1 If 1:1"" " 

~ !I ~ . 'h . " , 
____ -~..!J 

I. 

n. 

U. E. 5669 
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The stage darkens to a dirty green (sympathy, ill. 133) 

before passing to shades of blue (jnspiration, ill. 1371. To 

a rhythmic mode classified "y" by Alan Lessem CTable 3), 

repeated patterns of descendi~g thirty-second notes in second 

violins (mm. 138-141) take on a curious alteration (m. 141). 
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Inner voices of the four-voice °divisi pass~ge excha~ge parts, 

similar to the 13th century Stimmtausch technique and il

lustrated in Example 32 o~. 136 

EXAMPLE 32 

A slight change in harmonic texture at the point of 

voice exchange may elucidate Schoenberg's orchestration intent. 

136. h 1 h h . f . . Stlmmtausc , a 3t century tec nlque 0 composltlon 
is explained as II •• the execution of a passage in con
trapuntal style by exchanging voices, so that, e.g., the 
soprano sings the part of the alto and vice versa (without 
the octave transposition, found in invertible counterpoin-t," 
according to willi Apel, Harvard Dictionary, p. 7l0. 



The blue-gray stage color rapidly cha~ges to violet 

(spirituality, m. 139). As orchestral density and intensity 

increases (see Appendix C, mm. 140-148), the illumination 

brightens and shifts to red (life), blood red (m. 145), 

III 

orange (energy), and the Ultimate resolution of brilliant 

yellow (intellect, m. 147). The culmination of the wind

color-tone crescendo with the brilliant yellow glow of the 

intellect is musically reflected in a large symmetrical mirror 

construction that is projected outward from BIB-flat and 

illustrated in Example 33-A. 

EXAMPLE 33-A 

French horns accompany the motivic development with 

a chromatically descending scale pattern that outlines the 

diminished seventh (F-sharp down to E-flat, m. 1481. 

Completing the orchestral texture of measure 148, trombones 

sound in the rhythmic mode "z" as presented by Alan Lessem 

and found in Table 3. 



11.2 

EXAMPLE 33-B 

~ F: . H?O 
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Tremolo strings, trilled woodwinds, and arp~9giated 

brass subside as the wind diminishes and a mild bluish light 

fills the st~ge. Violins echo The Woman's motif and a final 

appeal by The Man for worldly possessions resumes. 

The nightmarish actions of The Man that follow further 

indicate the futility of his efforts. In a vain attempt to 

reach The Woman, who has escaped to higher ground, The Man per-

forms a series of bending, crawling and stretching gestures 

accompanied by orchestral passeges in an E-flat center built 

upon the accumulation of established rhythmic and melodic 

motifs. The fateful half-step, whole-step motif initiates 

action em. 166} with a characteristic octave displacement in 

resolution, first heard in Scene II (see Example 25). Set 

above this thematic prophecy, the co~trabassoon descends 

from E-flat to F-sharp, being a further compression of the 

settling minor seventh pattern of appeasement that dominated 

Scene I (Example 34, m. 166). 

EXAMPLE 34 

00 von .h. 140 bls il. 72 
- - .'165 - . . . . . 

J 276-80 
iI ~~~~~b#~~"" "'i""~~j: &i: "~":"""'~"""'_""'~~~: ...... .. ~ ..... ~ ..... ~ MaBig
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tJ .if = pp p == ~ I. . 

J~S I1F~ 1 
" . \., . b.m -:--.... ..-.-h Hrf. Kfg-. -. . 
tJ ff · F.r ~t ~~Hr ~. ~~G~#. if pp ifp 

~ 
~-

b-tihab.l" ~ " 
Vel. 

Vel. :or II . ,.. -- t--. t- - - r-- .. 
'" . ~-;jf '"'"'.Fe-~ - ~:1f----t . rr: • 

tJ pp -= if1 ]~ .,~~ .lj .." iJ1 :j... • -41 
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The expected inward resolution of this structure is replaced 

with an outward stretch to the octave, as seen in Example 35. 

The avoidance of anticipated resolution is also 

characteristic of Schoenberg's compositional technique. The 

chromatic descent from E-flat to A in harp and contrabassoon 

(rom. 167-170), with a , rhythmic extension em. 1671 of the 

diminished seventh pattern (m. 166), is interrupted by the 

note F, as illustrated in Example 35. A passing tone eE) 

is added while moving to the octave E-flat (m. 1681. Linear 

progression continues with a prolongation of the chromatic 

descent through figurations of · the perfect and a~gmented fourth 

(m. 168). Interruptions in the descending line further prevent 

a satisfying conclusion to the forward motion. The arrival of 

the diminished seventh on the note F-sharp (m. 170) comes 
., 

after the chromatic descent is altered unexpectedly by 

deleting the chromatic G-natural tone (m. 170). At the point 

of scale resolution, Schoenberg employs classical techniques 

for cadential preparation by reversing the direction of the 

linear movement (B-flat to E, upward to F-sharp as shown in 

Example 35). Schoenberg's affinity for the traditions of Bach, 

Mozart and Beethoven is here apparent. 

The formal preparation o f a cadential resolution through 

a descending chromatic line is r e adi ly documented in the works 

of the masters. The second mov ement of Beethoven~s Piano Sonata 

No. 4 in E-flat Major, Ope 7 provides clear evidence of this 

Schoenberg techniques, as illustrated in Example 36. 



p = 

I. 

EXANPLE 35 

1 

.:l 

EXAMPLE 36 

Beethoven's Piano Sonata No.4 
Second Movement 
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As if unable to voice fully his ~gonizi~g desire, 

he stammers, "You are mine • • • You were mine • • • She 

was mine (Example 37-A, .B, C)." A rapid transformation of 

character is accomplished through action and deeds .in 

measure 176-177. The outward expansion of vocal pitches 

(minor third, Example 37-A, to perfect fourth, Example 37-B, 

to major sixth, Example 37-C) closely follows the agitation 

of appeasement, represented in the second/seventh intervallic 

relationship. 

EXAMPLE 27 

I. --= 1===. --

u. 

v v v v v v 

f 

fpPOS. Jp------

Supported by the descending major seventh interval (F-sharp 

to G--desire), Example 37-C, the symbolic significance is 

achieved when compared to the descending major second interval 

(E to D), found at the outset of this transformation (Example 

37-A). In a center on G, the sequence of minor seconds, 



illustrated in Example 37, is correctly stated in an 

ascending vocal line that is interrupted by an expanding 

intervallic prolongation .(Example 37), i.e., C-sharp up 

to D (desire, 37-A) and C up to D-flat (desire, 37-B). with 

the realization of the loss of illusion, the resolution 

reverses (A down to G, 37-C) and expands to the major 

second (fate and appeasement). The cadential character 

of the final descending interval (the F-sharp leading tone 

down to G) is noted as a displacement of the half-step 

resolution (desire) an octave lower. The conflict between 

desire and illusion would seem to be over. However, the 

presence of both the major seventh (~-sharp to Gl and the 

major second (A to Gl gives reason to expect further tu~moil 

with The Man. -
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Stage action takes on renewed importance as the drama 

briefly returns to the world of illusions. Orchestral colors, 

radiating from previously established motifs are heard In 

altered forms, sequenced and molded into ostinato patterns 

(mm. 178-185). The final vocal utterance by The Man (mm. 188-

189) outlines a tertian seventh structure (F-sharp, A and 

A-sharp, C and C-sharp, E) which is resolved a minor second 

(desire) above the initial pitch (A up to A-sharp) when a 

vertical thrust is deduced from the linear content, as 

illustrated in Example 38. 

As the Woman climbs to higher (m. 191), the half -·step 

motif (F, E, F-sharp) is heard in the trumpet, marked Hauptstim

men. 
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EXAMPLE 38 

1 
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Orchestral energy is increased dramatically in anticipation 

of The Man's demise (m. 193). A rhy~hmic augmentation of a 

wind-color-tone f igure (J jJJJ) , first heard in measure 126, ---
is played by the trombones (rom. 195-199) and supported by 

violins, the latter which perform the work theme. The voice 

leadings in first and second trombones (rom. 195-199) adhere 

to mirrors of the fate motif, as illustrated in Example 39. 

The forward motion of strings and brass is ordered and 

functional. In an ascending sequence, tertian structures 

lead to a bass resolution on D, the downbeat of measure 200. 

It is worth noting that the violins stretch a minor second 

(desire) higher than the center of D at the end of the work 

theme sequence em. 199)., seen in Example 39. 
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A formal recapitulation is arrived at thro~gh a re·-

statement of the off-stage wind band music (m. 200) I first 

heard at the end of Scene I. It is heard this time in a 

somewhat condensed and darkened form. As in Scene I, the 

full orchestra sustains a D-oriented harmony while the off-

stage band performs. The addition of full orchestral resources 
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during this transition contrasts with the transparent quality 

of the ostinato string sounds heard at the close of Scene I. 

The off-stage wind band remains intact, except for one 

perplexing change. Score directions require that the trumpet 

in C be replaced with a trumpet in B-flat (Example 40). The 

more somber sound of the trumpet in B-flat, althoug-h in keep-

ing with the overall darker density of the orchestration, is 

functionally lost in performance. Only the musical analyst 

can perceive the alteration. 

The vulgar off-stage wind band achieves its mocking 

character from both polyrhythmic statements and a linear 

chromatic passage in piccolo and E-flat clarinet. As indicated 

in Example 40, the tritone interval in the flute passage (m. 25, 

G to C-sharp) is altered by a half-step (~ to C-natural) when 
.~ 

t t d . 200 137 res a e 1n measure . The continuation of the piccolo 

line (m. 200) provides one additional example of linear phrasing 

that is typical of the Schoenberg style. The descending piccolo 

line, i l lustrated in Example 40, is interrupted at the point 

of conclusion (F-sharp, end of m. 200) by the appearance of 

the F-natural initially, followed by an ascent to the F-sharp 

and tritone resolution upward to C. 

137 . . It would appear that this observation 1S a mlS-
prin~ in the study score. The alteration, however, is also 
found in Eduard Steuermann's two-piano reduction, completed 
in 1923, one year before the premiere. 
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A sl~ghtly condensed restatement of. the ostinato 

introduction of Scene I (seven repetitions of the G, F, E, 

D-sharp figure are heard instead of eightl, reaffirms the D 

center at measure 203, the beginning of Scene IV. The repetit

ion of the ostinato figure are accomplished thro~gh a series of 

planing exchanges (rom. 205-212) that Alan Lessem finds unique 

for the Schoenberg style. 

The insistence of such repetitions 
[m. 205-212], stylistically un
common for Schoenberg, must be 
explained by their dramatic import, 
for they stress the reversal of 
the 'active' upward-reaching 
sequences of Scene III and turn 
the clock back, as it were, to 
prepare for the re-entry of the 
chorus. l38 

-
The tight polyphonic choral writing found in Scene I 

is replaced with a more homophonic texture, explicit condem-

nation of The Man. With the entrance of the chorus in measure 

214, Schoenberg directs that ·the words be spoken in a manner 

of severe accusation. The return of the chorus affords the 

listener with the opportunity to summarize and assimilate the 

events that have unfolded. To achieve this conclusion, a 

three-part division within the text and choral writing is 

evident. The initial declamation of condemnation (rom. 214-223) 

138 Alan Lessem, Text and Music, p. 116. 
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is clearly terminated with a grand pause (m. 223). Two-part, 

three-part, and four-part writi~g with limited contrapuntal 

development characterize part two (nun. 224-242). Part three 

(nun. 243-255) returns to the declamatory function of the first 

part with wispered and spoken exclamations. 

The canonic techniques of imitation, used thro~gh

out Die gluckliche Hand, are developed within the chorus 

duri~g this closing section (rom. 219-223), as shown in Example 

41. 
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Part two of Scene IV (m. 224) b~gins with six women 

singing mirrored harmonies outward from a G, A-sharp (minor 

third center). 
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Schoenberg's skillful treatment of four-voice counter

point is illustrated in Example 42. As the chorus exclaims 

"Do you not feel • • . the wounds first in your flesh,"139 

an expanded form of the fate motif (D, C-sharp, F, E) is 

heard. The three principal entrances of this motif, marked 

A, B, C in Example 42, are symmetrically spaced a tritone 

apart. The answer in the soprano (in augmentation) provides 

agogic accents above the inner voices. Altos continue the 

free counterpoint. 

Returning to a whispered dialogue (beginning at m. 240) 

the chorus states the inevitable. 

And still you seek!140 

The alternation between whispered, sung and spoken vocal lines 

creates an antiphonal texture of an unsettled finale. 

" ... And torment yourself, and are without rest,"14l is 

further expressed (m. 245) prior to a short orchestral tran-

sition (m. 247) which contains quartal vertical structures 

(Piano I) and illustrated in Example 43. 

l39Arnold Schoenberg, Die gluckliche Hand, trans. 
David Johnson, m.p. 

l40 Ibid . 

l4lIbid . 
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EXAMPLE 42 
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The final ju~gment by the chorus (rom. 250-251) is 

effected by a single soprano voice, answered in whispers by 

all members of the chorus (Example 44). 

142 You poor fool! 

A curious integration of the fate and desire rooti~s is heard 

in the solo vocal line. A descending minor third (D to B, 

Desire), is displaced one octave below to the minor sevepth 

(C-sharp) resolution of appeasement. 

1 . 

6 Frauen 

.2. :to 
4 . 5 _6 . 

I. 

EXAMPLE 44 
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Chorus members accompany this final motivic exclamation 

by whispering all twelve notes, an anticipation of Schoenberg's 

twelve-note writing that was to become his hallmark a decade 

later (see Example 44). The D center, strongly influenced by 

the violin passages (m. 251) D, C-sharp, D (Example 441, and 

supported by two thirds (F in the trumpet and F-sharp in 

second violins), moves to a B-flat center in the last four 

measures of the work (Example 45). 

As the stage lights darken (m. 252) and Die gluckliche 

Hand comes to a close, the listener is led to a B-flat center 

as a final statement of theosophical awareness. 143 As shown 

in Example 45 (rom. 252-255), the trombones sound a convincing 

B-flat seventh chord (m. 252) that was prepared one measure 

earlier by an E-flat, G, B-flat plaga~ pattern in strings (the 

common chord between the Neapolitan color of the D center and 

the subdominant of the B-flat center). The B-flat center is 

further supported on the fourth beat of measure 254 as celesta, 

oboes and flutes sound C, E, F-sharp (G-flat), B-flat, fol-

lowed by arpeggiated F, A, E-flat tones in the harp (marked 

Haupstiromen} ,and resolved to a final vertical structure con

taining ten tones (D-flat and B-natural are missing). In 

measure 254, the part marked Haupstimmen, the flutes sound 

a B-flat and the harp concludes with the lowest sounding note, 

i.e., F. The progression provides finality to the events of 

the drama, as shown in Example 45. 

l43Theosophical findings suggest a B-flat sound is re
lated to the colors indigo and violet, intuition and spirituality. 
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EXAMPLE 45 
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The symbolic qualities observed in the openi~g three 

measures of Die gluckliche Hand are seen again in the final 

chord. The immense structure of interlocking major and minor 

sevenths, shown in Example 45, is framed by the lowest sound-

ing pitch of F, played by harp and contrabass, and a revealing 

F-sharp pitch sounded five octaves and a minor second (a p-

peasement) above by the solo piccolo. 



Die gldckliche Hand leaves less to the imagination 

than a cursory hearing might imply. Schoenberg's keen sense 

of formal structure and design is evident throughout this 

Drama mit Musik. Edward T. Cone, writing of Schoenberg's 

harmonic style, has captured the essence of the balance 

achieved within his work. 

A recent review of a performance of 
Schoenberg's music compared the composer 
to "a man who gives up a profitable 
life as a banker to go exploring at 
the South Pole." It should be ' clear 
why I consider such a view entirely , 
wrong. If we wish to retain the 
simile of the explorer, let us think 
of Schoenberg as a mountain climber 
who, approaching the timber-line, 
realizes that he must give up the 
protective cover of the forest. But 
the ground beneath his feet is still 
the same solid earth. l44 " 
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l44Edward T. Cone, "Sound and Syntax: An Introduction 
to Schoenberg's Harmony," Perspectives of New Music, (Fa11-
Winter, 1974) I p. 40; and Donald Hanahan in The New York 
Times (October 8, 1974), p. 37. 



CHAPTER III 

SPECULATIVE REASONING 

The observed structural organization of Die gluckliche 

Hand, coupled with an understanding of the Schoenberg 

aesthetic still falls short of a comprehensive analysis. 

Die gluckliche Hand, as a paradigm of musical expressionism, 

holds secrets that defy customary methods of disclosure. 

Reasoned speculati'on on symbolic and mystical elements in 

this work is appro2riate though, at best, inconclusive. 

Alan Lessem calls attention to a number of elusive 

qualities in Schoenberg's early music .. in an article entitled 

"Schonberg and the Crisis of Expressionism." 

The music of Schonberg's crucial 
period which extended from 1908 to 
the composition of the first twelve
note works, was shaped, as he noted 
some years later, by powerful and 
pervasive subjective impulses: "In 
my first works of the new s tyle I was 
guided, in the shaping o f forms, by 
exceptionally strong forces of e xpres
sion (Ausdrucksgewalten), both with 
regard to particulars and to t he who le."14 5 

145Alan Lessem, " Sch oenberg and the Crisis of Expres
sionism," Music and Letters (October 1974), p. 43. Lessem 
quotes Arnold Schoenb erg , " Gesinnung oder Erkenntniss?" 
25 Jahre Neue Musik: J ahrbuch 1926 der Universal-Edition, ed. 
Hans Heins h e imer & Pa u l Stefan (Vienna, 1926), p. 27. 
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Lessem continues by quoting Paul Bekker in support of 

his contention that expressionistic art survives only 

in threatening to cancel itself out. 

~he essential, disrup~ing mom~nt 
1S for [Schoenberg] 1he functlon 
of musical expression. Passions 
are no longer stimulated; rather 
does his music record, transposed, 
the impulses of the unconscious, 
its shocks and traumas. The 
seismographic registration of 
traumatic shocks becomes, at the 
same time, the law of the form 
of music. 146 

The tendency for the expressionist to place 

intangible spiritual qualities above artistic design 

is dealt with by Schoenberg from an almost somnambulistic 

intuition. The reality of discernibl~ formal structures 

therefore will not be totally understood on the surface of 

the music, rather, found buried in its deeper fabric. 

Unconscious controls become important in the formation 

of the logical unfolding of the dreams and visions that 
I I 

are a part of Die gluckliche Hand. Lessem supports this 

speculation. 

Schonberg stressed often enough, 
the hidden, compulsive logic that 
underlay the operation of his musical 
fantasy. In common with some of his 
contemporaries, he believed that a 
return to the deeper recesses of the 
psyche would not only tap afresh the 
sources of artistic inspiration but 

133 b· d 4 . d I 1 ., p. 34. Lessem quote s The odor W~esengrun 
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Adorno, "Philosophie der neuen Musik," (Tubingen , 1949), p. 42. 



would also lead away from the senses 
towards what he described, in a letter 
to Nicholas Slonimsky, as a "higher 
and better order." 

• • . Musical fantasy was once described 
by Schonberg as "a dream of future ful
filment," promising a liberation from 
the limitations of ordinary sense
experience. 146 

Die gluckliche Hand is a study in psychological 

warfare, an inner war that Schoenberg faced with the 

help of his theosophical understanding and mystical 

associations. Kandinsky equated Schoenberg's renunciation 

of tonality with the aims of the new movement: namely, 

the liberation of art from conventional aids to perception 

and cognition. 

His music leads ris to whei~ musical 
experience is a matter not of the 
ear, but of the soul--and from this 147 
point begins the music of the future. 

Kandinsky's mystical and artistic influence upon 

Schoenberg, in spite of Schoenberg's rejection (see 

Chapter I), is more than mere speculation. Schoenberg 
, r 

acknowledged receiving a copy of Kandinsky's book Uber das 

Geistige in der Kunst two years before the completion of 

146Ibid ., p. 435. Lessem quotes a letter of 3 June 
1937, in Nicholas S1onimsky, Music Since 1900, 3rd ed. 
(New York, 1949), p. 574. 

147Ibid ., p. 433. Lessem quotes Wassily Kandinsky, 
On the Spiritual In Art, ed. Hilla Rebay (New York, 1946), 
p. 36. 
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Die gluckliche Hand and twelve years prior to its premi~re. 

In this book Kandinsky outlines his own theories of 

synaesthesia as applied to his 1909 state work Der gelbe 

Klang. John Crawford, writing on "Die gluckliche Hand: 

Schoenberg's Gesamtkunstwerk," relates significant high-

lights from these theories of inner unity, achieved from 

inner necessity. 

Kandinsky's stage work Der gelbe Klang148 

(1909), with music (since lost) by Thomas 
von Hartmann, is intended as the realization 
of this theory. It has no 'plot' and con
sists of a free combination of color, music, 
and telegraphic surrealist verse. The text 
of the work includes many directions con
cerning the character of the music at 
specific points. Of exceptional interest 
here is the point in scene 5 where men in 
costumes of different colors begin to move 
one by one as the . orchestral colors appear 
which, according to Kandinsky's ideas, cor
respond to the colors of their costumes.1 49 

Crawford develops strong evidence of parallel 

thoughts of Schoenberg and Kandinsky by calling attention 

to their published writings. 

As Schoenberg wrote in 1911: 

"I believe that art does not come from 

l48As printed in Der blaue Reiter, p. 117. 

149John Crawford, "Schoenberg's Gesamtkunstwerk," 
pp. 590-591. 
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ability, but from necessity." 

And in Harmonielehre: 

"The most important aspect of per
sonality is the deepest sinking into 
one's own being, which brings to ex
pression: the essence of humanity." 

I, 
In his Uber das Geistige in der Kunst 
Kandinsky writes in a markedly similar 
vein: 

"This is beautiful which is produced 
by internal necessity, that which 
springs from the soul. .. "150 

A fascinating table of synaesthetic similarities 
. .. . , ~ 
~n Die gluckliche Hand and Uber das Geistige (Table 4) is 

noted by Crawford. The table is presented in an edited 

and compressed form for purposes of this study. 

Karl Worner concurs with John Crawford in 

identifying similarities within the works of Schoenberg 

and Kandinsky. 

Schoenberg research has to my knowledge 
so far overlooked the fact that Der blaue 
Reiter, that publication cited previously, 
contains an essay On Stage Composition by 
Kandinsky and an appended libretto from 
his pen, The Yellow Sound (Der gelbe Klang). 
Kandinsky presses on towards most extreme 
abstraction, to the ultimate symbolization--

150 b' d 6 f d' h I 1 ., p. 00. Craw or cltes tree sources: 
Schoenberg's "Probleme des Kunstunterrichtes (1911) ," 
quoted in Arnold Sch~nberg zum §O. Geburstag (Vienna, 
1911), p. 460, and Dandinsky' s Uber das Geis.tige, p. 119. 
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with the result that he remains quite un
intelligible, while one can perhaps yet 
approach Schoenberg by the route of inter
pretation. Special mentipn should be made 
here of the parallel between Kandinsky's 
libretto and Schoenberg's Die gluckliche 
Hand, in that both works often envisage a 
parallel action between color and music. 152 

Schoenberg's Gesamtkunstwerk, Die gluckliche Hand, 

has its essence in the spiritual psyche of The Man and his 

time. Crawford's research uncovered an unpublished 

lecture delivered in connection with a 1928 Breslau pro-

duction of the work in which Schoenberg sets forth a number 

of theatrical ideas that give conceptual insight for its 

creation. 

For a long time a form had been in 
my mind which I believed to be the 
only one in which a musician might 
express himself in the theatre. I 
called it, in my own private expression, 
'making music with the media of the 
stage. ' 

In reality, tones, if viewed clearly 
and prosaically, are nothing else than 
a particular kind of vibrations of the 
alr. 

As such they indeed make some sort of 
impression on the affected sense organ, 
the ear. By being joined with each other 
in a special way, they bring about certain 
artistic, and, if one may say so, certain 
spiritual (emotional) impressions. Now 
since this capability is on no account 
present in the individual tone, it should 
also be possible, under certain conditions, 

138 

l52Karl Worner, "Schoenberg and the The atre, " p. 450. 



to bring about such effects with other 
media; that is to say, if they were 
treated like tones. If, without denying 
their material meaning, but independent 
of this meaning, one understood how to 
combine them in forms and figures, after 
one had measured them, like tones, as to 
time, height, breadth, intensity, and 
many other dimensions. If one knows 
how to bring them into relationships with 
each other according t .o deeper laws than 
the laws of the medium. According to the 
laws of the world rationally constructed 
by its creator. 153 

Like Kandinsky, Schoenberg finds the deeper laws 

that govern synaesthetic phenomena in the teaching of the 

139 

theosophists. Since the founding of the Theosophical Society 

in 1875, increasing numbers of intellectuals subscribed to 

its concepts of mystical inner strength. It i s reasoned 

speculation that Arnold Schoenberg's Die gl~ckliche Hand, 

and in particular the wind-color-tone crescendo, is the 

product of both conscious and unconscious awareness of the 

theosophical principles of synaesthesia. 

John Floyd Gay's 1972 dissertation, entitled "The 

Correlation of Sound and Color: Three Metaphysical Sources" 

and Percy Scholes' documentation of synaesthetic phenomenon 

in the Oxford Companion provide fascinating sound-color 

relationships that have been advocated by seven recognized 

sources of theosophical practice. 154 

153 
Arnold Schoenberg , Breslau Lecture, trans. John 

Crawford, p. 4, as appears in Crawfo rd ' s Schoenberg's 
Gesamtkunstwerk, pp. 589-590. 

154John Floyd Gay, "The Correlation of Sound and 
Colour: Thre e Major Metaphysica l Sources," (D.M.A dis
sertation, Unive rsity of Missour i , 1972), pp. 40-42. 
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A compilation of these studies is presented in Table 5. 

TABLE 5 

Notated Pitch 

I 

II 

III 

IV 

V 

VI 

VII 

I. THEOSOPHICAL SOCIETY V. CYRIL SCOTT* 
II. BUILDERS OF THE ADYTUM VI. SCRIABIN 
III. AMORC (ASTROLOGICAL) VII. RIMSKY-KORSAKOV 

1. Violet Spirituality 5. Yellow Intellect 
2. Indigo Intuition 6. Orange Energy 
3. Blue Religious 7. Red Life 
4. Green Sympathy/Harmony 

*Insofar as his [C. Scott] use of sound and color 
is concerned, it seems that he is first a musician and 
secondly an occultist, for he discusses it in deta· in 
~ut· one book~ The Philosophy of Modernism, and the 0 y 
1n an append1xo 



~. 

John Gay documents Cyril Scott's color-vowel 

associations as presented in Th~ Philosophy of Modernism. 

His [Schoenberg] correspondences 
are primarily those of the 
Theosophists: ••• He continues 
and sets color correspondences 
with vowels: 

A VIOLET 
E YELLOW 
EE INDIGO 
I ORANGE 
o RED 
U BLUE 
00 GREEN155 

The surprising agreement among the seven theosophical 

sources provides this study with a foundation for further 

speculation. 

As noted in Chapter II, an orchestral sonority 

built upon an E center is reached at the moment of 

spiritual transformation (m. 49), noted by a Pause, 

die Entzucken ausdruckt(Example 21, page 93). The 

symbolic exchange of the goblet is musically dramat i zed 

through the metaphysical properties of the E sound, a 

yellow color indicative of intellectual c apacity. It 

is noted that the culmination of the wi nd-tone-color 

crescendo (Example 33-B, page 113), the mirr ored dramatic 

point of transformation as depicted through synaesthetic 

performance, highlights bril l i ant yellow light. The Man 

155 John Floyd Gay , "Three Sources," p. 40. Gay 
quotes Cyril Scott, The Philosophy of Modernism (London: 
Kegan Paul, Trench, Trubner and Company, n.d.), p. 115. 
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has attained his spiritual awakening (blue) through his 

intellect (yellowl. The religious motif Cblue) was heard 

earlier at the moment of the creation of the golden diadem 

(ro. 1151 and the immense polychord discussed in Chapter II. 

The Man's artistic destiny is foretold thro~gh synaesthetic 

theatrics that confirm Die glllckliche Hand. 

Stage director and theosophist Rudolf Steiner must 

142 

be considered a major influence upon theatrical movements of 

the early part of the twentieth century. Between the years 

1909 and 1913, the German section of the Theosophical Society 

held public meetings in Munich to advance their cause. It was 

for these occasions that Steiner wrote his controversial 

Mystery Dramas. In an article entitled "Anthroposophical 

Performance," Robb Creese notes that "The. Mystery Dramas were 
" 

not well received in Munich. . . . But Theosophists of Europe 

continued to attend the plays. The crowds were growing too 

large by 1913 for the rented theatres, and there were no 

lecture rooms that could hold all the participants for the 

two-week lecture series Rudolf Steiner gave to accompany the 

156 dramas." 

Steiner's belief that color is the feeli~g of the soul 

is strikingly similar to the published conclusions of the seven 

theosophical societies and advocates. 

156 h' 1 f 1\ Robb Creese, "Anthroposop lca Per-ormance, 
Drama Review, No. 2 (~une 19781, p. 47. 



Steiner summarized the feelings of 
the colors as they affected him. 
In violet, he felt within himself 
a mood of prayer. In blue he found 
the guiet, restful soul. When he 
moved to green, he felt an under
standing of all beings around him 
and was awed by sympathy and 
antipathy. As he looked at 
yellow he felt himself firmly 
established within himself. And 
in orange he felt his own warmth; 
orange let him feel his short
comings and strong points. 
Finally, red let ' his soul feel 
joy and ardent devotion. IS7 

Steiner's development of eurythmy as visible 

h lS8 1" I " f speec re les upon co or to ass 1St per ormers to 

feel sounds. His charting of colors for vowels corresponds 

143 

to that of Cyril Scott (Table 5) and is presented in this study 

(Table 6) as additional support for the idea of the 
:- -, ' ~ 

II 

inner unity of Die gluckliche Hand. 

Vowel 

a 
e . 
1 

o 
U 

TABLE 6 

Color 

blue violet 
greenish yellow 
red-yellow-orange 
reddish yellow 
blue green 

IS7 Ibid ., p. S8. Eu rythmy is a movement form 
that expresses tones a nd words. Generally speaking, each 
sound has a specific movement, but the eurythmy system 
encompasses tones, rhy t hms, colors, movement patterns, 
and moods . . 



Sound 

a 

b 

c, z 

d 

e 

f 

g 

h 

i 

k 

I 

m 

n 

o 

r 

s 

t 

The German sounds, as Steiner 
described their meanings for · 
both drama and eurythmy, are 
summarized this way: 

Color/Emotion 

Wonder, amazement; admiration. 

To wrap around, to envelop, to 
house. 

The quality of lightness. 

To indicate; ponderousness, 
gravity. 

To be affected by something 
and to withstand it. ' 

Thou knowest that I am. 

An inner strengthening of the 
self. 

Rapture, delight. 

The 'assertion of self; joy, 
curiosity. 

Mastered by the spirit. 

Matter overcome by form. 

To be in agreement; imitation 
plus understanding. 

contempt, disdain. 

Wonder in an intelligent re
lationship to something; sympathy. 

Rolling, revolving; inner 
excitement. 

Penetration of the inmost nature 
of another being. 

The streaming downward of forces 
from above. 
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Sound 

u 

v 

w 

Color/Emotion 

Becoming stiffened or 
chilled; anxiety. 

Low spirits. 

To seek moving shelter. 

The meaning of these sounds is meant 
to be taken literally.IS8 

145 

Schoenberg's interest in the Expressionist movement 

from 1908-1913 must likely have included contact with the 

ideas of Rudolph Steiner. Because of this influence of 

the theosophical practices upon Arnold Schoenberg, the 

following observations are made. They help one to understand 

better the inner necessity required in perceiving unity 

within Die gluckliche Hand. 
. . 

A remarkable moment 'of character transformation 

(see Chapter II, Example 37, page 118) tests the speculation 

that Schoenberg employed Steiner-type eurythmic principles 

in the text while matching theosophical pitch-colors to 

dramatic action. The Man's realization that he does not 

possess The Woman is accomplished in two short measures 

(rom. 176-177), three curt statements (du bist mein .•. 

du warst mein •.. sie war mein ... ), and nine pitches. 

The syllabic treatment of the text makes the color-pitch 

association clear. A color summary of this study, found 

in Table 7, illustrates the visual transformation from the 

158Ibid ., p . 64. 



external to internal forces that project the dramatic 

action. 

TABLE 7 

146 

As The Man states "You are mine" to the pitches C-sharp, E 

and 0, the color sequence red-orange, yellow, orange conveys 

extreme intellectual · energy and external possession. As The 

Homan slips away to the text "You were mine," the pitches 

C, F and D-flat produce the spectrum of red, green and orange

red. The vibrant emotion of external possession 1S now more 

subdued with increased emphasis upon sympathetic harmony within 

one's own life. The verbal declamation is completed with the 

realization that "She was mine," to the pitches A, F-sharp 

to G--indigo, green-blue to blue. The movement to the 

darker, internalized hues of inspiration, intuitio n and 

harmony confirms this singular illustration of s peCUl at i ve 

reasoning. 



h further curiosity in Die gluckliche Hand is 

observed. The German sound-meaning associations of 

Rudolph Steiner (Table 6) are used in the following 

textual analysis proposal: 

You are mine • • • 

With ponderous anxiety and self 
assertion to envelop the inmost 
nature of another human being, 
through forces from above, an 
understanding of this affection 
is regarded with disdain and 
contempt. 

You were mine . . . 
with ponderous anxiety and self 
assertion, an inner excitement 
and amazement seeks change. 

She was mlne . . .. 
with the power of self assertion 
and ability to withstand something 
(penetration of the inmost nature 
of another human being), inner 
excitement is achieved. 

The importance of the sound of words is a point of 
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agreement shared by Schoenberg and Steiner. The commonality 

is seen in their placement of spiritual inner factors as 

paramount in all aspects of performance. Steiner illustrates 

the synaesthetic properties of anthroposophical performance, 

giving some possible insight for the detailed attention 

Schoenberg made to achieve specific stage gestures (see 

Appendix B) . 



Di.fferent sounds have different 
spiritual impacts. Steiner classifies 
four categories of sounds by their 
effects upon the soul. First, there 
are the 'blown sounds' (as indicated 
by the German letters h, ch, i, sch, 
s, f and w), which allow the audience 
to hear the intoning of the sound. 
The one 'vibrating sound,' the German 
r, is felt in the arms and hands. The 
'wave sound,' the 1, is felt also, this 
time in the legs and feet. I59 

Schoenberg's use of Sprechstimme technique in 

Die gluckliche Hand (See Appendix B) supports the 

assumption that the sounds of words, their vowels and 

consonants, are very much a part of the work's conception. 

Speculation as to Schoenberg's inner artistic 

intentions is based upon the reasoning that his evolving 

style relies upon intellect first, pa~sion second. As 

one who possesses Die gluckliche Hand, Schoenberg would 

naturally seek the reasoning and intellectual foundation 

for an aesthetic of the most personalized character. 

The theosophical and metaphysical specu~~tion 

that has been presented in this chapter serves to point 

toward new avenues of exploration in seeking greater 

understanding for works that form the leading edge of 

artistic evolution. Schoenberg's early biographer Egon 

159Ibid ., p. 57. 
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Wellesz recognized that: 

• • . in this work [Di~ gluckliche Hand] 
a musical and dramatic style has been 
created which, if it is rightly under
stood and correspondingly carried out, 
would have as overwhelming an effect as 
a drama of Strindberg. For one perceives 
that it is not a question of breathing a 
certain amount of dramatic breath into 
people, but rather a highly personal 
form of expression through the means 
of the drama. 160 

Having made every effort to understand the con-
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ception, construction and evolution of Die glHckliche Hand, 

the author of this dissertation addresses the performance of 

the Gesamtkunstwerk in the style envisioned by the composer. 

160Egon Wellesz, Arnold Schoenberg, p. 137. 



CHAPTER IV 

A PRODUCTION PLAN 

Although Schoenberg's biographer Egon Wellesz 

concluded that the 1924 premi~re of Die gluckliche Hand 

(see footnote 63, page 38) demonstrated " .. 

art that all hearers were won to the work. . 

. such great 

,,161 
• • 1 

a more current evaluation of the production correctly 

states " •.. any hope this success may have raised in 

him [Schoenberg] was destined to change to disappointment: 

Die gluckliche Hand has had very few hearings since 
" 

1924. 11162 

The fact that Die gluckliche Hand failed to 

receive a performance for eleven years after its completion 

suggests several logical possibilities. The interruption 

of virtually all artistic endeavors during the period of 

World War I seems as one understandable factor. However, 

the creative dormancy that Schoenberg experienced from 

1914 until 1923 (see Table 1, p. 11) represents a far 

161Egon Wellesz, Arnold Schoenberg, p. 137. 

l62David Johnson, The Works of Arnold Schoenberg, 
I, program notes to Die glUckliche Hand recording by 
Robert Craft and the Columbia Symphony (CBS, 1960}, n.p. 
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more personalized explanation should be considered. 

The highly schooled musical background that formulated 

the Schoenberg aesthetic (Chapter I) reached the limits 

of self-imposed acceptability with the works of the late 

second period, i.e., Pierrot Lunaire, Erwartunq, and Die 

, . 
gluckliche Hand. A time of contemplation and ordering 

was required before he embarked upon new, highly structured 

techniques that became the hallmark of the later Schoenberg 

style. The twelve-tone system followed the critical years 

of atonical writing (1908-1913), and a period of artistic 

gestation (1914-1923). 

Commenting upon the technical writings of Charles 

Rosen in the Modern Masters series, the eminent conductor 

of early Schoenberg music, Robert Craft, states: 
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At last it seems generally to be 
accepted that Schoenberg's composit
ions of the years 1909-1913, together 
with some of his serial pieces of the 
1920s and later are the fulcrum of 
twentieth-century music. This is not 
an aesthetic judgment, of course, yet 
Mr. Rosen leaves no doubt that, of 
contemporary composers, Schoenberg 
alone satisfies the condition of true 
originality which requires the ex
ploration of a self-created universe 
coherent and rich enough to offer pos
sibilities beyond the development of 

. d' . d 1 163 an In lVl ua manner. 

Robert Craft, Current Convictions: Views and 
Reviews (New York: Alfrea A. Knopf, 1977), p. 201. 
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Indeed, the demanding production requirements 

of Die gluckliche Hand must have contributed to its 

belated premiere. Orchestral forces (108 members), 

novative choral techniques (Sprechstimme), demandi~g 

technical resources for staging (wind-color-tone 

crescendo), textual content all mitigate enthusiasm 

. 
1n-

for performaning Die gluckliche Hand despite the brevity 

of the work (20 minutes). 

On the basis of the meticulous production 

requirements that Schoenbe~g specified, the author here 

presents four production options, Table 8. It is hoped 

that with these improved means for making this work 

accessible there will corne increased public awareness 

of synaesthetic works. 

TABLE 8 

PRODUCTIONS OPTIONS 164 

1. Operatic staging, as in the 1924 ., . 
prem1ere. 

2. Adaptation for cinema. 

3. Staged concert version. 

4. Mimed adaptation to recorded per
formance. 

164The options listed are ma d e as an academic 
exercise designed to stimulate further research. The 
ever-changing legal r e spons ibilities o f those producing 
copyrighted works are not discussed in this study. 
Current copyright laws apply to all productions of 
Die glUckliche Hand. 
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In a letter to Fritz Soot in 1913, Schoenbe!g 

gives an indication that mUltiple interpretations of 
•• 

Die gluckliche Hand, based upon dramatic acting 

elements, would be in keeping with his conception of 

the work. 

The Gluckliche Hand [sic.] 'The 
Lucky Hand' is at long last 
finished. The piano reduction 
should be ready in about a week's 
time and then we could come to 
Dresden. I should like to 
arrange the Man's part for you! 
It would turn out very well!l 
For it is primarily acting 
ability that matters here, so 
that it should be sung by the 
singer best suited from this 
point of view, regardless of 
whether he is a tenor, baritone 165 
or bass. It can certainly be done. 

Schoenberg's lack of concern for the voice quality of 

The Man, i.e. tenor, baritone, or bass, is certainly 

indicative of the variety of vocal techniques and timbre 

employed, rather than the frequency range of the part. 

with a tessitura just above the bass staff and extremes 

including F-double-sharp, below the bass staff, and F-sharp 

above the bass staff (an A above the bass staff is written 

to be sung falsetto), one can observe that although The 

Man's singing role is minimal, voca l techni q ues and 

controls are demanding. 

165Erwin Stein, ed., Schoenberg Letters, p. 41. 
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From the Archives of the Arnold Schoenberg Institute, 

a recent published outline and sketch by Schoenberg, en-

titled "New Music/My Music," gives additional ins~ght 

regarding the problems he anticipated from an uninformed 

musical public. 

IDEA 1-7 

(My Music) 

Outline 

Someone anxious to praise me thinks 
he is doing so if he says, "Everyone's 
entitled to his opinion about me, so . 

I count as problematic, constructing • 

I will tell them [the public] 

. . 

1) what the difficulties in my music are; 
2) why I write that way " 
3) what I aim for in opera 

The difficulties of my music: 

1) Dissonances 
2) The nature of the melodic progression 
3) The lack of repetition 
4) The continual variation 
5) The rapid juxtaposition of seemingly 

heterogenous elements 
6) Use, in particular, of complexes 

Why 
What helps to facilitate understanding: 

1) Clear articulation 
2) Clear punctuation 
3) Manifold formal s~gnificance of the 

individual parts 
4) Characteristic attitude with regard 

to contrast and connection 
5) Uniformity of tonality 



6} Th ' . 166 e serl._es 

In Opera: 

Singing, above all 
Molding 
Formal shaping . out of the vocal parts167 

Turn of events 

Schoenberg's evaluation is not surprising in view of the 

structural form inherent in Die glHckliche Hand (see 

Chapter II). It is noteworthy, however, that his 

solutions for achieving better understanding are based 

largely upon the actual performance and production 

aspects of his music. The shaping of vocal lines to 

heighten dramatic events, coupled with his emphasis 

upon the significance of the individual choral parts, 

contribute to a production format that stresses acting 

contrasts of maximum intensity. The musical subtleties 

of symbolic and synaesthetic origin rely upon acting 

clarity to convey the inner expressions of creative 

energy. All productions should consider this directive 

seriously. 

The technical requirements of Die gluckliche Hand 
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166Ibid ., p. 92. Leonard Stein indicates that "No 
date was given for the manuscript; however Schoenberg noted 
at a later time that it must have been written before 1930." 

167Arnold Schoenberg, "New Music/My Music," trans. 
Leo Black, Journal of the Arnold Schoenberg Institute, 
Leonard Stein, Ed., I (February 1977), pp. 95~97. 
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previously mentioned (see p~ge 48), are discussed by 

Schoenberg in a letter to Ernst L~gal. The letter 

was sent to the Director prior to a 1930 production of 
•• 

Die gluckliche Hand and is included as it appears in 

Erwin Stein's Arnold Schoenberg Letters. 

In The 'Gluckliche Hand' the main thi~g is: 

I. 

II. 

III. 

IV. 

The use of coloured lights. Strong 
lights are needed, and good colours. 
The set must be painted in such a 
way that it takes on the colours! 

For an infinite number of reasons the 
construction of the stage and the set 
must be carried out to a T in accor
dance with my directions, otherwise 
nothing will work. I did once make 
drawings for this, which I would have 
to look for. 168 Anyway I ought to be 
sent the sketches in plenty of time 
to have a look at them. 

'< 

I have also exactly fixed the positions 
of the actors and the lines along which 
they have to move. I am convinced that 
this must be exactly kept to if every
thing is to turn out all right. 

Lighting up the 12 faces in the 1st 
and 4th scenes, making them disappear 
and appear again (and instantly!) is 
very difficult and must be discus sed. 

168Eleven sketches of costumes and s e t s t o Die 
gluckliche Hand are illustrated (in black and 
white) in the June 1978 edit i on of the Journal 
of the Arnold Schoenberg I nstitute. Color 
slide reproductions o f Scho e nbergls sketches 
and paintings (including t hose of Die gllickliche 
Hand) are a vailable through Belmont Music, Inc., 
Los Angeles, Ca l ifornia. 



V. The mythical animal must be very big. 
The experiment made in Vienna and . 
Breslau, of having a human being to 
do it, has so far turned out to be 
no good at all. • • • 

VI. At the end of the 1st scene the curtain 
should tear. So far not even a sug
gestion of this has been man~ged any
where. . . • 

VII. Likewise, at the end of the 1st scene 
'black veils' descend on the Man. 
Hitherto not solved either. 

VIII. The 'sun' in the second scene isn't 
easy to do either. It must be low 
down. 

I think I have indicated most of what has 
caused difficulties so far. 169 

The large orchestra (108 musicians) required for 
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•• Die gluckliche Hand limits frequent productions. Orchestral 

resources in personnel and adequate pit seating are rarely 

available to local opera companies. 

Although Schoenberg rarely utilizes the full 

orchestral complement in Die gluckliche Hand, his exploitation 

of a vast array of instrumental combinations gives little 

leeway for a reduction of the forces. Commenting upon the 

perceived necessity for a large orchestra, Schoenberg re-

. ~ 
]ected a possible 1913 premlere. 

Dear Bodansky, 

Don't be annoyed with me, but I didn't 
know your people couldn't find room for 

169Erwin Stein, Schoenberg Letters, pp. 140-141 



an orchestra any larger than you describe. 
But that really won" t do, you know! Six 
violas! That cannot possibly sound well. 
• • • I am quite convinced • • • that 
your orchestra is very highly disciplined, 
but it simply isn't big enough. And so I 
think we had better drop the whole thing. 170 

The problems faced by Schoenberg in 1913 are no 

less apparent today. 
. ,~ . 

To produce Dle gluckllche Hand as 

specified will remain an objective of only the most ardent 

of Schoenberg advocates. Although one should not forget 

the 1913 artistic ideals Schoenberg held, evidence exists 
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to suggest his openness for considering production alternatives. 

In a letter Schoenberg presumably wrote in the 

Autumn of 1913 to Emil Hertzka, the Head of Universal 

Edition, he [Schoenberg] explored the possibility of a 

silent film adaptation of Die gluckliche Hand. Schoenberg's 

rigid demands for production control were clearly stated. 

You ask what are the artistic terms on 
which my 'Gluckliche Hand' might be 
reproduced cinematographically . . • 

I. 

II. 

III. 

170Ibid . 

No change is to be made in the music! 

If I find it necessary to make im
provements in the text, I shall make 
them myself .•.. 

As many rehearsals as I think 
necessary! ..• 



IV. Performances may be given ·only with 
the performers approved by me. ' • • • 

V. Performances may be given only with 
a (full) orchestra rehearsed and 
directed by me or my trusted deputies, 
or . • • with an organ . • • When and 
under that conditions an organ may be 
used cannot be said at this stage. 
For that, after all, depends to a 
great extent on what these organs 
are like. 

VI. What I think about the sets is this: 
the basic unreality of the e~ent • ~ ~ 
is something that they should be able 
to bring out even better in the film
ing (nasty idea that it is!). For 
me this is one of the main reasons for 

"d""t 171 consl. er1.ng 1. • . . • 

As might be expected, nothing came of the proposal. 

Schoenberg emphasized the need to create lithe utmost un

reality!,,172 His production plan was to have a painter 

d " th" f" 173 eSl.gn e mal.n scenes l.rst. Sets would be according 

to these designs, followed by rehearsals timed to the 

exact tempo of the music. After the work was well re-

hearsed, the task of coloring the film would be up to the 

artist. 174 Schoenberg expressed concern for achieving 

17lIbid ., p. 43. 

172Ibid ., p. 42. 

173 'I k ' d' t Schoenberg's letter to Eml He rtz . a l.n lca es 
a preference for Kokoschka, Kandinsky and Roller (in order) 
to do the coloring o~ the designs. 

174The premi~re of Pierrot Lunaire (1912) required 
40 r ehearsals. 
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technical success at this st~ge of the prod~ction plan. 

I think however that a mere colouring 
will not suffice for the "Colour Scene" 
and other passages where strong colour 
effects are required. In such passages 
there would also have to be coloure~ l7S ' 
reflectors casting light on the scen.e~." . 

Although Schoenberg insisted that in cities where 

the resources permitted, a full orchestra would be used 

for the filmed production, he conceded the mimed role 

for the actor. 

For the film the part of the Man can be 
played by somebody who does not need to 
sing. The actor chosen should be an 
outstandi~gly good one. l76 

This proposal is of particula~ note in consideration 

'" for a staged concert version of Die gluckliche Hand (Option 

3). Schoenberg developed his filming plans: 

The 6 men and the 6 women would of 
course have to be there, just like 
the Man. I mean: they would have 
really to sing and speak. Naturally 
behind the stage or the orchestra, 
beside the organ, or in some such 
place. That can be worked out. 177 

175 E . st' S h b L tt . s P 44 rWl.n el..n I c oen erg e er, · . 

176 Ibid . 

177 Ibid. I p. 45. 
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All factors considered, Schoenberg's early interest 

in technological developments, i.e., theatre organs and 

the filming potential, supports this author's belief 

that all four production' options (~able 8, p. 152} are 

consistent with the Schoenberg spirit and aestheti.c. 

Willi Reich, commenting upon a Schoenberg note concerning 

a 1944 production of Jacob's Ladder, confirms this 

speculation. 

There is also a note from 1944 
about replacing the pipes by 
microphones and loudspeakers. 
Both ideas foreshadow the stereo
phony now in general use--an 
example of the way in which, 
even in his thinking on technical 
points, Schoenberg was far ahead 
of his time. 178 

As a point of interest in adapting 1980 theatrical 

'" , resources to the 1913 production concept of Die gluck11che 
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Hand, the following utilization o~ technol~gical advances is 

listed to call attention to these developments as potential 

staging considerations for , renewed interest in the work. 

TABLE 9 

PRODUCTION PROBLEM 

Strong lights, good 
color. 

Controlled lighting 
changes. 

PRODUCTION SOLUTION 

High intensity 
lighting. 

Computerized 
light board. 

178W'll' R . h 1 1 elc, Schoenberg, p. 106. 



PRODUCTION PROBLEM 

Th~ mythical animal. 

Concentrated light 
spotting. 

Green faces, glowing 
rocks. 

Curtain tear. 

Large orchestra. 

PRODUCTION SOLUTION 

Single and multiple 
projections. 179 

Laser projections 
(color limitations) 

Fluorescent paint, make
up and black light. 

Velcro fabric. 

Quality sound recordi~g. 

A production plan for a staged concert performance 

by an enlarged symphony orchestra COption 3} and for mimed 

adaptation of the work (Dption 4) differ in but one way. 

Inasmuch as the likelihood of isolating a symphony orchestra 

behind skrims, a set, etc., is unrealistic for practical 

programming I this production of Die g,luckliche Hand is 

built upon the utilization of orchestra, conductor, singers, 

actors and audience as participants in the theatrical 

experience. Both options remove the singers from acting 

roles. 

The roles of The Man, The Woman, The Gentleman and 

The Chorus receive musical support from concert singers, 
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located within the orchestra, or from the recorded performance. 

Both plans designate area of performance inclusive of the 

total space within the auditorium Cthe space). 

179 h' t h ' h ld The development of holograp lC ec nlques s ou 
provide additional resources in the years to come. 



A PRODUCTION NARRATIVE180 

At the start of Die gluckliche Hand the Chorus of 

Appeasement hovers over The Man in a circling motion. 

This position remains until vocal sounds are heard (ro. 4). 

The encircling position is resumed at the end of Scene I 

and again at the end of Scene IV. 

The Man remains crouched throughout Scene I with 

the animal prop resting upon his back. The prop is 

removed at the end of Scene I (m. 28) but remains within 

view of all participants. 

-
Throughout Scene I, the Chorus moves within the 

space in groups of 1, 2, or 3, corresponding to the choral 

divisions indicated in the score. Facial gestures and 

bodily motions are to be used throughout Scene I to convey 

the mood of appeasement and uneasy resolution. 

With the sounding of an off-stage band (m. 26), 

the Chorus exits (uncontrolled) through the audience 

and/or orchestra, while the solo female and male chorus 

members remain at center stage, just in front of a skrim 

covered exit. The stage darkens, the animal is removed 

and Scene II begins . . 

180This narrative is intended to supplement the 
stage directions of Appendix B to indicate a directing 
posture in keeping with the overall production plan. 
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Solo chorus members provide the means for t~aring thro~gh 

the outer skrim, thus enteri~g the world of illusions, and 

exiti~g to the rear. 
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The actions of The Man, The Woman and The Gentleman 

follow stage directions indicated by Schoenberg and presented 

in Appendix B. 

In a director's effort to reduce audience-actor 

distancing, The Man turns his hypnotic stare into the 

eyes of the audience. The eye contact is personal and 

intense with every effort made to draw participants 

(audience) into the dialogue. 

The roles of The Woman and The Gentleman remain more 

distanced, relying upon audience empathy for the success 

of the triangular dramatic plot. Pr~me focus thro~ghout 

the entire work is upon the condition of The Man, his 

inner world .and ultimate destiny. All characters, props, 

sets, lights, and external forces support this single idea. 

To emphasize the plebeian role ot The Woman a nd The 

Gentleman, their entrances are made from the audience, where 

they initially assumed spectator roles. In a conce rt vers i on 

of Die gl~ckliche Hand, the actors emerge from wi t hin the 

orchestra where they may have assumed a ctive r o les as musicians. 

Action that emphasizes the r e lationship between The 

Woman and The Gentleman is staged within the audience area. 

The Man's effort to break out of his world of 

artistic power is thea trically supported through the use 

of black and white light i ng. Stretching motion (m. 84), 



arm extension (m. 49), and a visible separation of The 

Workers from The Man (Scene III) are clarified with sharp 

lighting contrasts that place The Manis body in motion 
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from one to the other, i.e., the arm stretches from darkness 

into brightness. In a concert version, a fully lit concert 

stage is contrasted with a staging area within the audience 

that can utilize controlled lighting. 

In keeping with the attempt to minimize audience

actor distancing, on-stage light changes should be carried 

into the audience when possible. As lo~g black shadows 

fall upon The Man (m. 25), every effort should be made 

to extend this symbolism beyond The Man and into the 

audience area. Likewise, the wind-tone-color crescendo 

(rom. 142-151) should bathe all staging areas, with the 

maximum intensity concentrated upon The Man, the grotto, 

and as specified within the stage directives (Appendix B) . 

The unreality of Die gluckliche Hand lends itself 

to consideration of some modified BrechtQan techniques of 

alienation. The very exposure of all elements of the 

technical production to the audience, while utilizing these 

tools to manufacture a strangely realistic setting, brings 

about the expressionistic juxtaposition of the real and not

so-real. Light trees, a wind machine, recording equipment 

(Option 4), lighting board, fully lighted orchestra 

(Option 3), etc., are all visible, yet not dominating. 

Reflected lighting should be used whenever possible to re

strict the visual attention to individual fixtures. A 



possible exception occurs at the height of the wind-tone

color crescendo (m. 147) as an intense yellow light floods 

the space. Direct blinding light upon the audiance is only 

appropriate under the most restricted and intimate con-

ditions. 

The return of the Chorus of Appeasement (Bcene IV) 

is a repeat of Scene I. However, in the recapitulated 

version of the choral denunciation of The Man, motion 

within the Chorus is more reserved, unified and resolved. 

The Man, having returned to his initial position under the 

weight of the bat-like hyena, resumes a state of static 

acceptance. As the stage area darkens, the Chorus of 

Appeasement hovers over Die gluckliche Hand in a resolu te 

gesture of knowing finality. The Drama mit Musik ends 

in total blackness. 

Technical matters of production will always plague 

those who attempt to create Die gluckliche Hand experience. 

Egon Wellesz recognized the novel and innovative Schoenberg 

approach to technical theatre: 

Of one thing one may be certain from 
a glance at the score, viz. that the 
GlUckli~he Hand represents an entirely 
unheard-of, daring and novel solution 
to the problem of scenery; ... 181 

l8lEgon Wellesz, Schoenberg, p. 403. 
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As novel a solution as this may have been in 

1924, the work remains technically cumbersome and 

programatically difficult. Mischa Namenwirth's dissertation 

"Twenty Years of Schoenberg Criticism," includes a critical 

1930 review of a performance of Die gluckliche Hand that 

was produced by the Kroll Opera. 

In the context of the Berlin Art Weeks, 
the Kroll Opera could of course not fail 
to present a problematic evening. The 
problems offered, however, are totally 
of yesteryear. The two one-act operas 
(Erwartung was included) by Schoenberg 
originated approximatedly twenty years 
ago, and have not stood the test on 
other states. . . As a curiosity it 
is mentioned that the performance took 
all the 85 minutes, 40 were spent as 
an extended intermission between the 
two works. 182 

Unfortunately such mechanical considerations 

contribute to the skepticism voiced so often by Schoenberg 

critics. This 1930 review also summarized a critical 

assessment of the Schoenberg style: 

As is well known, Arnold Schoenberg has 
been, for a long time, the most radical 
modernist, one could even say the father 
of cacophony, who long ago manoevered 
himself into a blind alley.183 

182Mischa Namenwirth, lITwenty Years," p. 403 .. 

183Ibid . 



Fifty years have passed since this criticism was 

widely read. Today, Schoenberg's row techniques dominate 

the general perception of his musical style. The works of 

the atonical period remain elusive and overlooked. A lack 

of understanding, technical resource availability and 

practical considerations all help to explain the limited 
, , 

number of productions given Die gluckliche Hand. 

A final note concerns the matter of audience com-

prehension (understanding) of the work prior to the per-· 

formance. The production plans that have been set forth 

emphasize an active participation by audience-actor-musician 
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in addition to the existing metaphysical and aesthetic elements. 

It is a conclusion of this author that extensive programming 

(training) of an audience is not necessary to reach the inner 

communication intrinsic to the dramatic elements of Die 
. , 

gluckliche Hand. Roberto Gerhard reminds the listener that: 

• . . we are up against the fallacy 
that music can be explained; that 
more knowledge about how the piece 
is made will lead to a better under
standing of the music. But it is 
evident that knowledge does not 
necessarily lead to understanding. 
The danger is, on the contrary, that 
the more and more knowledge may lead 
to less and less understanding , 
particularl~ where the layman is 
concerned.l 4 

184Roberto Gerhard, "The Composer and His ,Audience," 
Twentieth Century Music, e d. Rollo Myers (New York: Orion 
Press, 1968), p. 80. 



The theatrical world Schoenberg evokes in Die 

glUckliche Hand is made up of a maze of sounds, s~ghts 

and feelings that are paradoxically both familiar and 

foreign to layman and musician alike. The value of 

explanation, analysis or synthesis in understanding a 

new work is questioned in Rollo Myers edited collection of 

articles entitled Twentieth Century Music. 

[Such a statement] . . . may come as a 
surprise to listeners who have grown 
accustomed to the now fashionable tech
nical exordia handed out at the performance 
of new works. In my opinion this practice 
has already led to a state of affairs which 
justifies a word of caution. . . • It is 
not always realised that all the paraphernalia 
of rational, systematically organized thought 
that goes nowdays into composing of music, 
is but one very partial aspect of the creative 
effort. The whole serial technique, for ex
ample, is in the end nothing" but a kind of 
cradle of scaffolding which allows the com
poser to work at certain aspects or levels 
of the sound-fabric, at which he could not 
get without this scaffolding. But what 
matters, needless to say, is the work. 18S 

Die gl~ckliche Hand, a work of extreme comple~ty 

by all measures, retains intellectual and physical 
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qualities that insure its perpetuity as a unique synaesthet i c 

creation and a work of significant musical worth. I n a 

lecture entitled "Chocolate Cake is Better Than Mud Pie," 

American composer Howa rd Han s on i den t ified a quality of 

excellence in music tha t is wort h noting: 

18SIbid ., p. 79 . 



A popular [commercial] piece of music 
is immediately understood and liked. 
As one hears the work over and over 
again, its 'likability' decreases 
to the point of musical obscurity. 
A classical [serious] work is quite 
the reverse, but what glorious new
ness can be discovered with the 
progressive hearings. 186 

On March 1, 1980, at the University of Tampa (Tampa, 

'J 

Florida), a performance of Arnold Schoenberg's D~e gluckliche 
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Hand was presented in the Lee Scarfone Art Gallery. The mimed 

production, staged in accordance with the "Production Narrative" 

in this dissertation (p. 163), is documented in Table 10, page 

171. 
ft · 

It is hoped that Die gluckliche Hand, a composition 

of uncertain content, receive~ the recognition of performances 

that will win for it its rightful place as a monolith of 

twentieth century artistic expression. 

186Lecture by Howard Hanson, "Chocolate Cake is 
Better than Mud Pie," at the University of Tampa, 25 
September, 1973. 
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TABLE 10* 

University of Tampa 
Division of Fine Arts 

presents 

LEADING EDGE 
MUS I C SYMPOSIUM 

FRIDAY, FEBRUARY 29,1980 

I. Slide Lecture in the 
Ballroom - 10:00 a.m. 

II. Lecture-DerrlOns t\~a ti on in 
the Ballroom - 2:00 p.m. 

III. NEW MUSIC CONCERT in the 
Fletcher Lounge and Ballroom 
8:00 p.m, 

SATURDAY, MARCH 1, 1980 

IV. Open Technical Rehearsal 
in the Scarfone Gallery 
10:00 a.m. 

V. Panel Discussion in the 
Ballroom - 2:00 p.m. 

VI. NEW MUSIC CO NCER'r in the 
Scarfone Gallery - 8:00 p.m. 

~ 

en-JCERT OF t'-iEH r<l5 Ie 

(tickets required) 

~ATnJCES (1980) MalY Jeanne van Appledorn 

I. Red 
II . Blue 
I II . Ye 1 1 0 1'1 

Don Turner, alto saxophone 
t'lary Jeanne van J\pp1edorn, pl ano 

---_._--

,. 
DIE GLUCKLICHE HAND, OPUS 18 
r--

Dr;Jma mit t1usik 
- ' -(l913) 

Music and Libretto by 
Arn~ld Schoenberg 

PerfQrmed by the Columbia Symphony 
Robert Craft, conductor 

THE CAST 

THE r~AN 
THE HOMAN 
WE GENTLEI1AN 
THE HORKERS 

Patrick Doyle 
Susan Taylor 
Tyronne Hashington 
David Finsterle 
Kevin Quigley 

THE CHORUS: Claire Canonico, Christine 
Edberg, Elaine Ed'llards, Roger Grunke, 
Lisa Longley, Michelle LeBeaumont, Karen 
Millard, Sylvia Park, Elizabeth 
Parkinson, Crystal Peverly, Tara Richards, 
Sid Smith. 
Understudies: Melanie Cheever and 
Zenobia ~lcNally. 

".0,;, 

Production Richard Rodean 
C~oreography Susan Tay lor 

Production Consultants 

Lighting 
Keith Arsenault 
Sid Smith 
Herb Small 

Sound 
Terry Mohn 

Set Design 
Richard Sharkey 

Cos turnes 
Hary Quigley 

This performance of Die gl~ckliche Hand is 
done with the cooperation of CBS. 

INTE Rt·H 5S! ON 
Improvisations, Real Time Works, and Leadind 
Edge Expariences by all Participants . 

SCARFONE GALLERY 8:00 P . t·1. 

*Excerp·ts from the brochure of the Lea~ing Edge 
Sympo~ium, held a ·t the University of Tampa on Febru C1ry 29 
and March 1, 1980, during \vhich time the aut hor sc·t forth 
the prod~ction op' ion numb e r 4 of Die gl{] ck lich e Hun d . ------



CHAPTER V 

CQNCLUSION 

Arnold Schoenberg's excursion into the theosophical 

world of synaesthesia, as documented in Die gluckliche Hand, 

presents a paradigm for multi-media study. Created during an 

era of dramatic artistic change, 1908-1913, the work's auto

biographical qualities aptly mirror the inner expressions of 

creativity felt by Schoenberg throughout his life. 

The emerging expressionistic movement that dominated 

Schoenberg's painting and musical writing colored his stylistic 

form throughout this Second Period. One cannot over emphasize 

the importance of the expressionist movement and those individu

als who directly influenced the Schoenberg aesthetic. The 

contempt Schoenberg held for those who attempted to make 

artistic comparisons between his contemporaries, under-scores 

his real sensitivity and critical regard for his role as a 

revolutionist. 

The evolution of atonal (atonical) writing, that is 

reflected in Die gl~ckliche Hand, reached a peak by 1913 and 

brought about an eleven year moratorium on the Schoenberg 

style. With the resumption of serious writing in 1924, 

Schoenberg's stlye clarifies itself in the formalized twelve

tone format that remained his hallmark throughout his life. 
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.r 
Although Die gluckliche Hand possesses unmistakable 

qualities that characterize the music of his Second Period, its 

production impact is primarily dramatic. Schoenberg's repeated 

acknowledgment of his allegiance to the forms of the roasters 

and his affinity for succinct statements of musical worth are 

clearly evident in Die gluckliche Hand. The linear fate motif 

(half-step, whole-step, half-step) that traces the trauma of 

The Man is heard in forms that include inversion, retrograde, 

augmentation, diminution and combinations of the aforementioned. 

Mirrored vertical structures abound throughout Die gluckliche 

Hand and include virtually all intervallic combinations, with 

a preponderance of 2nds , 3rds , t ritones, and their inversions. 

These mirrored structures are heard within implied chordal 

progressions that challenge the boundl ries of atonality. pitch 

centers are often evident at points of dramatic intensity. 

The metaphysical correlations that are observed in color-sound 

relationships provide ample evidence that Schoenberg ' s Drama 

mit Musik shares the spotlight with the expressionistic works 

of Kandinsky, Kokoschk~, St~indberg and We dekind . 

Although this study makes numerous observa tion s re-

garding the formal structure o f Die gl ilckliche Han~, it un-

covers only a portion of the v a st a rray of harmonic and linear 

techniques employed by Schoenberg. Future studies should find 

sufficient evidence ln support of a more detailed harmonic 

analysis as characteristic of the Schoenberg Second Period. 
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In an attempt to graphically depict the dramatic in-
1:-

tensity of Die gluckliche Hand, the author's analysis found 

in Appendix C reveals a number of structural and design 

elements that are not readily seen in the score. Changes in 

frequency range and movement often follow dramatic action 

(.see Appendix C, mm. 89-96, as The l--1an moves into the world 

of The Workers at the start of Scene III). Although no 

musical breaks are used to separate the four scenes, a clear 

division is graphically seen as the orchestral density and 

frequency parameters adjust for the dramatic shift. The 

symbolic musical elements that place The Man in constant 

turmoil are seen when noting his vocal line placement below 

most orchestral pitches at the outset (Scene I), later to be 

shrouded within the texture of the orchestra (rom. 174-177 and 

189-190). The inclusion of the wind-tone-color spectrum 

(rom. 126-154) on the graph serves as a visual reminder of 

the theosophical ties that occur. At the moment of synaesthetic 

climax (rom. 147-152) yellow light bathes The Man as the high-

est orchestral pitch of the work is heard (D in the piccolo, 

m. 147) followed by the lowest possible sound (B-flat in the 

contrabassoon). It is observed that these two pitches re-

present the opening and closing pitch centers of the work. 

Although the analysis presented in Appendix C provides 

few conclusions, it does provide ample evidence to support con-

tinued research into improved ways of graphic analysis. 
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The speculative reasoning that is bro~ght to the 

analysis of Die gluckliche Hand raises more questions than 

are resolved. Although no direct evidence has been uncovered 

to support a definitive documentation of Schoenberg's use of 

theosophical findings in color-sound phenomena, his close 

association with the mystics of the early twentieth century, 

and his highly personalized character, all contribute to the 

suggestion that the synaesthetic elements found in Die 

gluckliche Hand are, indeed, a part of the Schoenberg 

aesthetic. 
, J 

Die gluckliche Hand has received very few performances 

since its 1924 premi~re. Inspite of the multitude of technical 

and musical demands that h ave k e pt Die gluckl i che Hand from 

the public, this study has concluded j " through an actual pro-

duction (Table 10, p. 171), that the work can be effectively 

presented with modern stage technology and an understanding 

for Schoenberg's production intentions . 

A mimed ballet production of Die gluckliche Hand 

utilized recorded music, adapted set designs, and dramat i c 

staging that encompassed both Schoenberg's direct i ons and 

the eurythmic gestures as set forth by Rudolf St e i ner. 

Costuming was adapted to best reflect col ored l i ghting and 

bodily motion. Through the u se o f dry i ce , smoke, fluorescent 

make-up and black lighting, a surrealistic environment was 

created that engulfed both dancers and the audience. 

Writing of the March 1, 1980, production, Tampa Times 

music critic Nelda Clemmons confirmed the musical and theatrical 
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potential that exists within Die gluckliche Hand and has been 

advocated throughout this dissertation by its author. 

• · . the outstanding event of 
the symposium was last Saturday's 
nighttime concert in the gallery, 
when Rodean's own pet project, a 
performance of "Die Gluckliche 
Hand, II was the dramatic focal 
pOint for an evening of extremely 
stimulating sight and sound 
experiences. 

The Schoenberg piece, a 20-minute 
operatic work, was coordinated by 
Rodean using recorded music choreo
graphed by Susan Taylor and danced 
by members of the Whose Move? con
tingent of the Tampa Ballet. 

Taylor herself portrayed "The Woman" 
with a hauntingly sensual, dreamlike 
quality. Patrick Doyle was "The Man," 

. tortured and torn between worlds 
with a great sense of "angst" in his 
portrayal, And Tyronne Washington was 
liThe Gentleman," with visual elegance 
in abundance. 

The gallery really imbued the entire 
evening with a special feeling of 
environment. The relationship be
tween the audience and performers and 
the actual music itselfl~7came a 
kinetic situation . . • 

l87Nelda Clemmons, "This Week" Tampa Times, March 7, 
1980. 
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APPENDIX A 

ELEMENTS OF STRUCTURAL UNI"TY 

Structural elements that contribute 
to the musical and dramatic unity in 
Die gluckliche Hand. 

Linear Motifs 

~ Fate of The Man 

Original form (half-step, whole-step), as presented 
in the wind-tone-color crescendo (rom. 125-154). 

EXAMPLE 46 
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Measure Beat Rhythm*' Notes Form ** Instrument 

3 1 
. 

32nds D, E-flat, -. 
D-flat Inverted bassoons 

bass clarinet 

4 1 32nds B-flat, A, 
B-natural Displaced 

Final bass clarinet 

7 2 8ths 
16th B, A, 

B-f1at Retro-
grade chorus (men). 

7 2 8th 
16th F-sharp, E, 

F-natural Retro-
grade E-flat clarinet 

8 1 8th 
16th E-flat, D, 

E-natural Original soprano I 

8-9 4-1 16th G, F-sharp, 
G-sharp Displaced 

Final oboe 

29-31 3-1 ~ notes G-flat, E, 
F Retro-

grade, A~g-
men ted The Man 

46 2 8th B-flat, A, 
B-natural Original The Man 

47 1 8th 
~ note B-flat, C, 

B-natural Retro-
grade, In-
verted, 
Displaced The Man 

58 2 ~ note G, F-sharp 
G-sharp Ori ginal English horn 

trombones 

*Table 3, p. 107, p r ovides rhythmic analysis of 
the wind-color-tone crescendo .as illustrated in this Appendix. 

**Transposition o f motifs is indicated only by 
the notated spelling. 



Measure Beat Rhythm 

61 
62 
63 

66 

66-67 

104 

104 

104 

126 

129 

130 

133 

133 

134 

136 

136 

3 
2 
2 

3 

4-1 

1 

1 

1 

1-4 

3 

3 

3 

3 

2 

1 

1 

~ note 
~ note 
~ note 

8th 

8th 

8th 

8th 

8th 

16th 
8th 
x 

y 

y 

x 

x 

y 

y 

y 

A-sharp 
A-natural 
B-natural 

F-sharp, G, 
F-natural 

E, F, E
flat 

G-sharp, A, 
G-natura1 

D, E, D
sharp 

G, F-sharp, 
G-sharp 

B-f1at, A, 
B-natura1 

B-flat, A, 
B-natural 

A-flat, G, 
A-natural 

B, B-f1at, 
C 

B-flat, A, 
B-natural 

B-flat, A, 
B-natural 

B-flat, A, 
B-natural 

G, F-sharp, 
G-sharp 

Form . . Instr"Ume'nt 

Augmented 
Prolonged -

The Man 

Inverted violoncel1i 

Inverted oboe 

Inverted flute 

Retro
grade, In-
version violin r 

Original violin II 

Original flute 

Original celesta 

Original tuba 

Original oboe 

Original violin 

Original English horn 

Original clarinet 

Original bassoons 
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Measure Beat Rhythm Not'es Form Instrument 

136 1 y E-flat, 0, 
E-natural Or~ginal trombone 

138 1-4 Y B ..... f1at, A, 
B~natura1 Or~ginal violin I . 

139 1-3 Y B-flat, A, 
B-natural Original violin I 

142 1 Y E-flat, 0, 
E-natural Original trumpet 

142 2 Y B-flat, A, 
B-natural Origi.nal horns 

145 3 Y E-flat, 0, 
E-natural Or~ginal trombone 

148 2 Y D-flat, C, 
D-natura1 Original trumpet 

175 1 Y D-flat, C, 
D-natural Displaced 

Final with. 
adqed F oboe 

.. ~. . , 

189 3 ~ note 
8th A-flat, F-

sharp, G Retro-
grade oboe 

195 2 ~ note 
~ note A-flat, G, 

A-natural Augmented trombone I 

195 2 ~ note 
~note E-flat, E, 

D Inverted trombone I I 

195 2 ~ note 
~ note B-flat, C, 

B-natural Retro-
grade, I n-
vers i on trombone III 

195 2 k 2 note 
~ note G, A-flat, 

F-sharp Inverted trombone IV 



, 

o Desire for The Woman 

I. 

The major third, minor second, augmented 
octave motif is a modification of the 
"Fate n motif ®. . 

EXAMPLE 47 

, 
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,-
kallDst 

H' 1 

u. 
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Measure Beat Rhythm Notes Form Instrument 

5 1 8th 
32nds B, D-sharp, 

E, D-sharp, 
D-na·tural M3, m2, 

A8va piccolo 

9-10 4-1 8th 
16th E, D-sharp, 

D-natural m2, A8va English horn 

10 2 8th 
16th G, A-flat, 

G, E m2, m2, 
m3 English horn 
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Measure Beat Rhythm Notes . Form Instrument , 

17-18 4 8th 
16th E, E-f1at, 

C, D m2, m3, 
M2 flute 

soprano I 

21-22 4-1 ~ note 
~ note E, G-sharp, 

E-sharp M3, m3 soprano I 

21-22 4-1 8th C, 0, B M2, m3 chorus Cwomen) 

22 1 ~ note 
8th E-flat, C, 

B-natural m3, m2 tenor I 

22 2 16th 
8th F, G-flat, 

F m2 chorus (men) 

36 2 16th 
8th G-sharp, A, 

C-sharp m2, M3 clarinet 
.. . 

42 1 16th 
8th A, B-flat, 

C, E, E-
flat M2, M2, 

M3, m3 oboe 

50 1 16th 
8th D-flat, B-

flat, A-
flat m3, M2, 

m2 clarinet 

65-66 3 ~ note 
~ note B-flat, A, 

C-sharp, A-
sharp m2, M3, 

m3 The Man 

67 1 8th 
16th F-sharp, G, 

B, A, B, D-
sharp m2 , M3, 

M2, M2, 
M3 viola 



Measure 'Be'at Rhythm ' Notes 

81 2 8th 
16th B, G, A-

flat M3, m2 flute I 

81 2 8th 
16th D-sharp, E, 

F, D m2, m2, 
m3 flute II 

128 3 16th 
8th A, G, B M2, M3 piccolo 

131 1 16th 
8th D-f1at, C, 

E-flat m2, m3 violoncelli 

166 2 8th 
~ note C-sharp, D, 

F m2, .m3 horn 

174 2 ~ note 
8th A-flat, G, 

E, F, G-
flat, :· A m2', m3, m2, 

m2, m2 violin 

174- 3 ~ note B, E-flat, 
C-sharp m4, d3 The Man 

o The Woman 

The augmented octave intervals, with 
stretto and inverted forms, are always 
sounded by strings and dramatically 
herald the arrival and/or departure 
of The Woman. 

EXAMPLE 48 
Der Mann. ~~--W¥ 3 Fer:' I ---- ~t= , I . b:;d 

VeIl. 
I!I. Dpr, 

, Soh n . ouchl! 
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Woman springs and picks up garment (Scene III) 

. ' .~ 

JI.G~. 

Vel!. 

Ktrbss. 
/1 --=-- .\l..~ •• :J ':=--=-='.=-~--
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Scene IV 

L 

Gg. 
8"-~- - --"'-'--"'----: 

u. 

ff· 

'.~ 

Techniques of Mirror Constructions 

~ Melodic Mirrors (symmetrical construction) 

EXAMPLE 49 



Measure Beat Instrument 

1 1 

1 3 

1 4 

3 2 

4 1 

bass clarinet 
bassoons 

violas 
violoncelli 
timpani (link) 

timpani 
harp 

violin 

trumpet 
bass clarinet 
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Mirrored Intervals 

m7 Unison on F 
F up to D-sharp (~ E) 
F down to G 

mirrored bi-chord 

P5 apart 
C-sharp up to G (tritone), 

up -to B (M3). 
F-sharp down to B-sharp 

(enharmonic C in 
timpani), down to 
G-sharp (M3). 

m3 M3 apart 
A up to C 
F down to D 

m2 8va apart 
F-sharp up to G 
F-sharp down to F 

m2 tritone apart 
A up to B-flat 
E-flat down to D 

5 1 chorus (women) m2 M3 apart 

10 2-3 soprano I 

10 4 oboe 

12 1 trombones 

17 1-2 trombones 

A up to B-flat 
F down to E 

m3 m2 apart 
F-sharp up to A (inverted) 
F down to D 

m3 split 3rd 
M3 FIE up to A-flat (G-sharp ) 

FIE down to D-flat (C-sharp) 

M3 split 3rd, M2 apart 
G-flat up to B-fla t 
E (F-

flat) down to C 

M3 M3 apa rt 
G up to A-flat, 

up to A (m2). 
E-f l a t down to D, 

down to C-sharp (m2). 



n. 
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~ Melodic Interval Expansion 

Measure Beat Instrument 

33 I flute II 

46 1-3 The Man 

97 3-4 clarinet 

*T tritone 

EXAl1PLE 50 

I~ 

'f ,: 

Progression of Intervals 

m2 
m3 
M3 
AS 

I m3 
\V P5 

m7 

t 
m3 

\!! m6 

G to F-sharp 
F-sharp to A 
G-sharp (A-flat) 
B to F-sharp 

to C 

B to D (+ D to E-f1at, m2) 
E-flat to B-flat 
B down to C-sharp 

B to D 
D to B-flat & m3 B-f1a-t to 

D-flat 
D-flat down 
to G - enhar
monic. 
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Measure Beat Instrument Progression of Intervals 

250 3 soprano I ~ m3 D to B 
m7 B down to C-sharp 

250 4 soprano II/III~ m2 E-flat down to D 
m3 D down to B 

250 5 tenor I ~;2 G-flat down to F 
F down to B (d5) 

250 6 soprano IV, 
V, VI ~m2 A-flat down to G 

M6 G down to B-flat 

~ Non-tertian vertical Structures 

EXAMPLE 51 

"ca. 52 
~I'L .-
j\.. . 

- trte; ,U "1:-' 
schwei -

6 Frauen 

I =-
6 Manne '1 .. ,~ 

, r ,. 1 
schwei _ - - .- ge; Ru - - - he-Io- ser! 

.1 .. ca. 52 
H' Trp.m.Dpf. 

.~ "Ski. ,- If 1 

.J '. W\...... ~~ ----.::--
l{r..D. 

, . --=== ==-- \ . J ~l ' I 

~, 
, 

---- e-. 
T -. 

. . 
I - F po'~~a:r J 

. ..."" . m.Dpf . 

)7 ' 
F- _ • . -- - , 

#-& 
, 

ttl';' W. fliI -tJ-:-r~ ~ -J-- , -!Jj "i:I 

II. 

~ __ . . .... . . ... , ... ....... ... . .. ....... .... . .. .... . .. . " . ... . .... ... . . ·· · .... · · .. ··1 
I 
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Measure Beat Instrument Structures and Pitches 

4 4 trombones quarta 1 1 c, F, B 
planed C-sharp, F-sharp, C 

(enharmonic) 
D, G, C-sharp 

6 1 flutes quartal G-flat, C, F 

17 4 violins quartal D, G, C-sharp 

18 1 violins quartal F, B, E 

109 1-4 flutes roM 7 C, E-flat, G, B 
horns planed C-sharp, E, A-flat, C 

D, F, A, C-sharp 
D-sharp, F-sharp, 

B-flat, D 
E, G, B, D-sharp 
F, A-flat, C, E 
F-sharp, A, C-sharp, 

E-sharp 
G, B-flat , D,. F- s harp 

129 2-4 violoncelli augment~d C, E, G-sharp 
· ~· triads 



APPENDIX B 

AN ANALYSIS OF PRODUCTION TRANSLATIONS 

Unless otherwise indicated, the following analysis 

of Arnold Schoenberg's instructions for producing Die gluckliche 

Hand is based upon translated program notes by David Johnson for 

Columbia Recording' s The Music of Arnold Schoenbe'rg, Vol. I. 

A Man 
A Woman 
A Gentleman 
Six Women 
Six Men 

1 Piccolo 
3 Flutes 

(2nd & 3rd parts 

CAST 

double on piccolo) 
3 Oboes 
1 English horn 
1 Clarinet in D 
3 Clarinets in B-flat & A 
1 Bass Clarinet in B-flat 
3 Bassoons 
1 Contrabassoon 
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Baritone 
Silent Role 
Silent Role 
3 Sopranos, 3 Altos 
3 Tenors, 3 Basses 

Harp 
Celesta 
Glockenspiel 
Xylophone 
Timpani 
Percussion 

(cymbals, bass drum, 
small drum, tamtam, 
high bells, low bells, 
triangle, metal pipe, 
tambourine, hammer) 



4 French horns in F 
3 Trumpets in Bb 
4 Trombones 
1 Bass Tuba 

Scene I 
Scene II 
Scene III 
Scene IV 

Violins I (at least 16) 
Violins II (at least 14) 
Violas (10-12) 
Violonce11i (10-12) 
Contrabass (8-10) 

SCENES 

1 [mm. 1-30J 
9 [mm. 30-88J 

21 [mm. 89-202J 
49 (mm. 203-25~ 
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PERFORMANCE INSTRUCTIONS 

The metronome numerals should not be taken liter-

ally, but should merely suggest the counting unit of the 

basic tempo, from which the tempo is to be freely formed. 

Trills: always, without exception 
without grace-note (unless 
one is especially written 
there) • 

Appoggiature: always before the beat 
portion concerned. 

Harp-harmonics: sound as written (not an 
octave higher). 

Main voices of the orchestra begin at the sign I-f and end 
at -, . ' 

Secondary voices of the orchestra begin at the sign Nr 
and end at I. 

All other (instrumentation) is to be regarded as ac
companiment. 

Secondary voices must be less prominent than the main 
voices, but they (the secondary voices) must 
stand out from the accompaniment. 

Main voices do not have to play more strongly than 
the given dynamic sign, but secondary voices 
and accompaniment must be less prominent (than 
the main voices). When two or several voices 
are indicated to be main voices, they all must 
be heard. 

The singing and choir voices are always main v o ices, if 
nothing to the contrary is indica t ed. 

200 



In the parts of the "six women and six men," the repre
sented speech melodies are to be given expression 
by pitch and rhythm, in that rhythms and dynamics 
are to be presented exactly, with the pitches 
only intimated: however, in so doing, a "singing" 
speech manner is to be avoided. 

* A. S. 

*The performance instructions appear in Arnold 
Schoenberg's score to Die gluckliche Hand. Translation 
of the German text is by Dr. William stewart, Professor 
of English at the University of Tampa . 

.. ~ 
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Page* Measure Symbol Instructions 

1 

I 

6 

1 

3 

23 
24 
25 
26 

The stage is almost entirely dark~ 
In front lies the Man, face down. 
On his back crouches a cat-like, 
fantastic animal (hyena with 
enormous, bat-like wings) that 
seems to have sunk its teeth into 
his neck. The visible portion of 
the stage is very small, somewhat 
round (a shallow curve). The rear 
stage is hidden by a dark-violet 
curtain. There are slight gaps 
in this curtain from which green
lit faces peer: six men, six 
women. The light is very weak. 
Only the eyes are clearly visible. 
The rest is swathed in soft red 
veiling, and this too reflects the 
greenish light. 

THE NOTES (symbols indicated) 
should be spoken at the indicated 
time and sustained for as long as 
indicated. The musical pitches-
especially the relationship of the 
individual musical pitches to each 
other--are to be presented in the 
same manner (following the same 
notes) that is not by singing (by 
sustaining the musical pitch) but 
by speaking. The indicated music
al pitch is immediately abandoned . agaln. 

They disappear (the gaps in the 
curtain grow dark). The fantastic 
animal also disappears. Then a long, 
black shadow falls across the Man. 

Suddenly, behind the scene, loud, 
gay music is heard, a joyous up
roar of instruments. Shrill, 

*Orchestral score of Die glUckliche Hand. 
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Page 

7 

8 

8 

9 

Measure Symbol Instructions 

26 

27 

28 

31 

mocking laughter of a crowd of 
people. At the same moment the 
Man springs to his feet. The 
dark curtains at the back are 
rent asunder. 
The Man stands there upright. 
He wears a dirty yellow-brown 
jacket of very coarse, thick 
material. The left leg on his 
trousers comes down only to the 
knee; from there on it is in 
tatters. His shirt is half open, 
showing his chest. On his stock
ingless feet are badly torn shoes; 
one is so torn that his naked 
foot shows through, disclosing a 
large, open wound where it has 
been cut by a nail. His face 
and chest are in part bloody, in 
part covered with scars. His 
hair is shorn close. 

At the indicated slgn AS shrill 
mocking laughter of a crowd can 
be heard (end of m. 27). 

The Man is overcome with emotion 
with his head bowed. 

The stage grows brighter, showing 
a somewhat larger area, deeper 
and wider than the first. In the 
background a soft blue, sky-like 
backdrop. Below, to the left 
close to the bright brown earth, 
a circular space five feet in 
diameter hovers above the stage 
like glaring yellow sunlight. 
No other lighting but this, and 
it must be very intense. The 
side curtains are of pleated, 
hanging material, soft yellow-
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Page 

9 

9 

10 

10 

10 

11 

11 

Measure Symbol Instructions 

31 

32 

35 

37 

40 

47 

49 

green in color. Note: Symbol Q) 
indicates the start of Scene II. 

BRIGHTENING 

Rising, the Man stands for a moment 
with head sunk, then says fervently: 
• • • 

At the sign G. . . Behind him 
a beautiful young woman emerges 
from one of the folds in the side
hangings. 

ENTER WOMAN 

She is clothed in a soft deep
violet garment, pleated and flowing 
yellow and red roses in her hair; 
graceful figure. 

A quarter of the way across the 
stage, the Woman pauses and looks 
with, unspeak~ble pity at the Man. 
The Man senses her presence with
out looking around. 

Her face 1S filled with warm in
terest, she seems to listen to 
him thoughtfully. 

At the sign m1. . . The Woman 
holds a goblet in her right hand 
and, stretching forth her right 
arm (the sleeve of her garment 
hangs down to her wrist), offers 
it to the Man. 

From above violet light falls 
upon the goblet. 

RAPTUROUS PAUSE--fermata. 

Suddenly, a trumpet sounds~ , 
and the Man finds the goblet 1n 
his hand, although neither has 
stirred from their places and 
the Man has never looked at her. 
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Page 

11 
12 

12 

13 

13 

13 

Measure Symbol Instructions 

49 
50 

51 

55 

57 

58 

EB 

(N.B., he is not able to look 
behind; he gazes always ahead, 
$he remains always behind him.) 
The Man holds the goblet in his 
right hand, stretching out his 
arm. 

The Man contemplates the goblet 
with rapture at the signl'='1 . 

LOOKS TO GOBLET 

At the symbol $ . . ., Suddenly 
he becomes deeply serious, almost 
dejected, reflects a moment; then 
raises his face again and with a 
joyous resolution puts the goblet 
to his lips and drains it slowly. 

DRINKS 

As he drinks, the Woman watches 
him with waning interest. A 
coldness tak~~ possession of her 
face. With a less graceful mot
ion she gathers her dress to her 
and hastens silently to the other 
side of the stage. Remains stand
ing not far from the side curtain 
on the right (always behind him). 

with the goblet still raised to 
his lips, the Man takes several 
steps forward and to the left, so 
that he now stands approximately 
at stage center. 

At the sign mJ . . . When he 
lets his hand and the goblet 
sink, the Woman's face is a mask 
of hostility. 

HAND LOWERS 

He stands deep in thought, moved, 
entranced. 
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Page 

15 

15 

15 

16 

16 

17 

17 

17 

Measure Symbol Instructions 

64 

66 

67 

68 

69 

71 

73 

74 

· Meanwhile she begins slowly to 
~ithdraw. He stretches out his 
arms. When she has reached the 
side curtain, on the right, her 
face lights up. Face brightens 
at the sign ~ . 

'(S) FACE BRIGHTENS 

A gentleman appears before this 
curtain, in a dark gray over
coat, walking stick in hand, 
elegantly dressed--a handsome, 
genteel figure. 
He stretches his hand to her; 
she goes smilingly to him; At 
the sign 0'. 

01 SMILES 

As the Gentleman smiles back to 
her, the Man grows uneasy_ 
The Gentleman takes the Woman 
impetuously in his arms, and 
both disappear through the right
hand curtain. 

~ EMBRACE 

o EXIT 

Meanwhile the Man turns around by 
degrees, as though the back of his 
head perceived these things. He 
bends forward slightly. At the 
moment when the Gentleman stretches 
his hand toward the Woman, the Man's 
left hand stiffens convulsively; 
and as she rushes into the arms of 
the Gentleman, the Man groans, 
takes several steps to the left 
and then stands still in utter 
dejection. Sign ~ . 

DEJECTION 

But in a moment the Woman rushes 
from the side curtains on the left 
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Page 

17 

18 

18 

19 

19 

19 

19 

20 

Measure Symbol Instructions 

74 

75 

78 

80 

81 

82 

83 

84 

and kneels before him. Humility 
suffuses her face and she seems 
to beg forgiveness. 

The Man listens to her without 
looking at her (his glance is 
directed upward). His face glows 
happily. 

GLANCE UPWARDS 

She gets slowly to her feet, takes 
his left hand and kisses it. 

t=t HAND KISS 

He comes before her and sinks 
down on his knees and reaches 
toward her hands (without touch
ing her, however). 

As she stands and he kneels, her 
face changes somewhat--takes on 
a slightly s~rcastic expression, 
He looks blissfully at her, raises 
his hand and touch~s her slightly. 

TOUCH 

.While he continues to kneel, 
deeply stirred, directing his 
gaze at his own upraised hand, 
she quickly flees through the 
left curtain. 

The Man does not realize that 
she is gone. To him she is 
there at his hand, which he 
gazes at uninterruptedly. After 
a while he rises by a colossal 
effort, stretching his arm high 
in the air . . • and remains 
standing giant-like on tip-toe. 

RISES 

STRETCHES 
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Page 

21 

21 

22 

208 

Measure Symbol Instructions 

89 

91 

96 

For a moment the stage darkens, 
then immediately grows bright. 

BRIGHTENS 

Now its entire practicable depth 
and width are visible: wild, 
rocky landscape; blackish-gray, 
overgrown cliffs with a scattering 
of pine trees, their branches silver
gray. At stage center, a small 
rocky plateau, flanked by high, 
sheer rocks that stretch right and 
left as far as the apron of the 
stage. The plateau slopes forward 
slightly. Somewhat to the right of 
stage center it towers up steep and 
slanting. Here a ravine winds be
tween two rock formations, its brim 
visible. Before it lies a lower 
plateau, connected with the higher 
one. Towering above the ravine 
sta~ds a single, man-sized fragment 
of rock. In back of the plateau 
(and higher than it) are two grot
tos, hidden by dark-violet material. 
The scene must be lighted from 
behind and above, so that the rocks 
throw shadows over the otherwise 
rather bright stage. The entire 
effect should not counterfeit 
nature, but rather be a free com
bination of colors and forms. There 
falls at first (unshaded, from be
hind) a gray-green light across 
the scene. Later, when the grottos 
are illuminated, yellow-green light 
is cast on the rocks and dark blue
violet light on the ravine. 

As soon as the scene grows bright, 
the Man is seen standing within the 
ravine. He stands without difficulty, 
although it is plainly a treacher
ous place to gain a foothold. 
He is dressed as in the first 
scene, save that he has a rope 
around his waist from which dangle 
two Saracen's heads, and he holds 



Page 

22 

23 

23 

24 

24 

Measure Symbol Instructions 

96 

97 8 
100 

101 

102 

an embossed, bloody sword 1n 
his hand. 

Scarcely before the Man has com
pletely emerged from the ravine, 
one of the two grottos (left) 
grows bright, delicate yellow 
(citrus-yellow). (Not too bright!) 
In the grotto, which 1S something 
between a machine shop and a gold
smith's workshop, several workers 
are seen at work 1n realistic 
workingmen's dress. One files, 
one sits at a machine, one ham
mers, etc. The light in the 
grotto now seems to come mainly 
from the lamps hanging above the 
workers (twilight glow). In the 
middle stands an anvil, under it 
a heavy iron hammer. 

When the Man has completly 
climbed from the raV1ne, he 
steps behind a rock formation 
and contemplates the workers. 

SEES WORKERS 

An idea seems to occur to him; 
he breathes heavily. 

BREATHES HEAVILY 

Then he brightens, grows more 
cheerful, and says quietly and 
na'lvely: . 

BRIGHTENS 

He goes to the anvil, lets the 
sword fall, picks up a piece of 
gold lying on the ground, lays 
it on the anvil and grasps the 
hammer with his right hand. 

SWORD FALLS 

Before he strikes, the workers 
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Page 

24 

26 

26 

26 

26 

26 

26 

27 

27 

28 

Measure Symbol Instructions 

102 

110 

III 

III 

112 

112 

113 

115 

117 

118 

spring up and make as if to 
,throw themselves upon him. They 
must not go so far as actually to 
attack him, but their intention 
should be clear to the audience. 

WORKERS ARISE 

Meanwhile, without noticing these 
menacing gestures, the Man con
templates his raised left hand, 
whose fingertips are lighted 
bright blue from above. He looks 
at them with deep emotion, then~
radiant, swelled with the sense 
of power--he grasps the hammer 
with both hands and brings it 
down with a powerful swing. 

CONTEMPLATES LEFT HAND 

DEEP EMOTION 

SENSES POWER ', 

MOVES TO HAMMER 

GRASPS HAMMER 

STRIKES STONE 

When the hammer falls the workers' 
faces express astonishment: the 
anvil splits down the middle and 
the gold sinks into the c lef t . 

The Man bends down and pull s i t 
out with his left hand. Raises 
it on high slowl y . 

PICKS UP GOLD 

It is a d iadem, set with precious 
stones. 

SHOWS DIADEM 

The workers' gestures grow threat
ening again; then disdainful; they 
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Page 

28 

28 

28 

29 

29 

29 

29 

30 

31 

32 

Measure Symbol Instructions 

118 

122 CD 

122 

123 

124 

124 

126 

130 

133 

137 

take counsel together and seem to 
~e planning some move against the 
Man. The Man throws his handiwork 
to them, laughing. 

THROWS DIADEM AND LAUGHS 

They prepare to rush him. He 
has turned away and does not see 
them. 

TURNS AWAY 

He stoops to pick up his sword. 

STOOPS 

As he touches it with his left 
hand, the grotto grows dark. 

TOUCHES--GROTTO GROWS DARK 

Every trace q~ the workshop dis
appears behind the dark curtain. 
As it darkens, a wind springs up. 

WIND BEGINS 

At first it murmurs softly, then 
steadily swells louder (along with 
the music). Conjoined with this 
wind-crescendo is a light-crescendo. 
It begins with dull red light (from 
above) that turns to brown and then 
to dirty green. 

RED--LOWERS HEAD 

BROWN--EXHAUSTED 

GREEN--EXCITEMENT 

Next it changes to a dark blue
gray, followed by violet. 

BLUE-GRAY 
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143 

145 
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147 

151 

153 

This grows, in turn, into an 
intense dark red which becomes 
ever brighter and more glaring 
until, after reaching a blood
red, it is mixed more and more 
with orange and then bright 
yellow; finally a glaring yellow 
light alone remains and from all 
sides inundates the second grotto. 

DARK RED 

BRIGHTER 

BLOOD RED--STRETCHES ARMS 

ORANGE 

YELLOW 

During the crescendo of light 
and storm, the Man reacts as though 
both- emanated from him. He looks 
first at his hand (the red light); 
it sinks, completely, exhaustedi 
slowly, his eyes grow excited 
(dirty green). His excitement 
increases; his limbs stiffen con
vulsively, trembling, he stretches 
both arms out (blood red); his 
eyes start from his head and he 
opens his mouth in horror. When 
the yellow light appears, his head 
seems as though it is about to 
burst. He does not turn toward 
the grotto, but looks straight 
ahead. 

When it is completely bright, the 
storm breaks off and the yellow 
light changes swiftly to a mild 
bluish (pleasant) light. 

STORM ENDS 

BLUE 
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' For a moment the grotto remains 
-empty, bathed in this light. 

Then the Woman enters from the left, 
quickly and lightly. 

ENTER WOMAN 

She is dressed as in the second 
scene, but the upper left section 
of her clothing is missing, so 
that this part of her upper body 
is completely naked to her hip. 
When she reaches the middle of 
the grotto she stands still and 
looks inquiringly about her for a 
moment. Then she stretches her 
arms toward the Gentleman, who at 
the same moment becomes visible 
at the right side of the grotto. 
He holds the missing portion of 
her dress in his right hand and 
beckons her with it. 

GENTLEMAN ENTERS 

Meanwhile the Man's despair in
creases. He crooks his fingers 
into claws, presses his arms to 
his sides, bends his knees and 
leans the upper part of his body 
backward. 

BENDS TO KNEES 

When the Gentleman beckons with a 
scrap of clothing, the Man turns 
around with a violent jolt and falls 
on his knees, then on his hands, 
and tries to reach the grotto on 
all fours. But he is unable to 
climb up. 

CRAWLS 

FAILS 

As the Man utters these words 
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[ d 
. ., 

. u blst mein . . • du warst 
. mein • . • sie war mein J, the 
. Gentleman notices him, but makes 
this known only by the cool glances 
he casts upon him. When the Man 
attempts to clamber up, the Gentle
man throws him the scrap of cloth
ing with a calm, cold gesture, and 
exists with utter indifference, 
never changing the expression of 
his face. 

MAN CLAMBERS UP 

The Man gets up and makes desperate 
efforts to climb up to the grotto. 
They are to no avail, for the walls 
are slippery as marble. 

suddenly the stage grows compl etely 
dark and then light again. 

STAGE DARKENS 

Half bright: a pale, greenish
gray light. with the return of 
the light, the Woman springs from 
the grotto onto the plateau, seek
ing the scrap of clothing. 

WOMAN SPRINGS 

She sees it lying near the Man, 
hastens to it, picks it up and 
covers herself with it. 

PICKS UP CLOTHING 

During the momentary darkness, the 
Man had l ean ed his head against 
t he wall, his back turned to the 
Woman. When she puts on the 
f r agment of her dress, he turns 
around, throws himself on his 
knees, and sings beseechingly . 

COVERS HERSELF 
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191 

193 
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Sliding on his knees, he tries to 
reach her, but she slips from him 
and hastens up the rock. He tries 
to follow her but slides on his 
knees again. She gains the top 
quickly and hurries to the man
sized stone near the ravine. 

CLIMBS ROCK 

At the moment when she had lept 
from the grotto to the plateau, 
this stone had begun to glow 
(from within) with a dazzling 
green light. 

SHE LEAPS 

Now, its peak looks like a monstrous 
sneering mask, and the shape of 
the entire stone changes so that 
one might take it to be the fantastic 
animal of the first scene, standing 
upright. 

ROCK GLOWS 

At this moment the Man stands 
below and directly opposite the 
Woman, so that, when she gives 
the stone a slight push with her 
foot, it topples over and hurtles 
down upon him. 

ROCK FALLS 

As the stone b uries the Man it 
grows dark, and the loud music 
and mocking l a ughte r of the first 
scene are heard a gain. 

LAUGHTER 
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The stage is lighted again quickly. 
The same as the first scene: the 
six men and six women. 

RECAPITULATION 

Their faces are now lit by a 
gray-blue light, the fantastic 
animal is once again gnawing the 
neck of the Man, and he is lying 
on the ground in the same spot 
where the stone had been cast 
down on top of him (thereby 
strengthening the impression that 
the stone and the fantastic animal 
are one and the same). 

The gray-blue light that falls on 
their faces is somewhat tinted 
with red. The stage grows dark 
slowly and the curtain falls. 

SPECIAL NOTE 

If necessary, more than 6 voices 
can be used in some of the sections 
where 6 women and 6 men are required. 

The 3-part harmony indicates that 
the respective phrases are to be 
spoken in the pitch corresponding 
to their musical pitch so that the 
result is chords. That is always 
true for the respective phrase 
(even if the chords are not in
dicated) and if voided by "unisono." 
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End 

Should be spoken so that quasi
chords are formed. This always 
applies to the phrase in question 
(even when the chords are no longer 
notated) until it is cancelled by 
the word "uniso." 

(Original Score) 

Berlin--Sundende 20, 1913. 
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APPENDIX C 

FREQUENCY P ARAMElliRS AND STRUcrURAL DENSITY 

IEGENDI 

A. 

F. 

n. 

~ . 

.. 
;. 

'f 

01 
0 
v' 

Ft 
F 

A 
AI 

A 

F. 
~ 

E 
O. 
0 
::-

A, 

A 

n. 

fI 
F 

D. 

:. 

M 
A 

I!': 
I ~ 1>1; 

I~ I x j ~ l ; Ii I ~ Ii I ~ I ~ 

~IIII 

It 

f-

I ~ I- I ~ I" 
I ~ I ~I:> I~ ~ 

FREQUENCY RANGE OF INSTRUMENTAL EIErJENTS 
IESIGNA'IED A.S AcrIVE, I. E., CONTRIBUITNG 
DIRECTLY 'ID THE FORWARD MJITON OF AcrIVITY . 2 

FREQUENCY RANGE OF VOCAL SONORITIES. 

FREQUENCY RANGE OF STATIC SONORITIES . 

FREQUENCY RANGE OF PERCUSSIVE SONORITIES . 

FREQUENCY EXTREMITIES OF AcrIVE MUSICAL 
SONORITIES WIWIN A MEASURE. 

FREQUENCY EXTREMITIES OF VOCAL SONORITIES 
WITHIN A MEASURE. 

Note: Color coding of stage action Lldicates 
passive (YELLOW) and active (RED, roles. 

Static and Percussive Sonorities may be 
analysed outside of frequency extremes 
if they do not contribute to the for
ward motion of activity . 

lA reference copy of "Analysis of Structur~l E~ements ant H 

Performance Practice of Arnold Schoenberg's Die gluckliche Hand 2 Op. 18, 
on file at Texas Tech University, provides color-coded analysis 01 the 
frequency parameters. 

2 A 'range' is determined by the highest and lowest freque~cies . 
Although not all frequencies between these ext mes will e p ~on , 
harrronic and melodic activity is i lied throur11out the charted ran 
All frequencies are represented at concert pitch . 
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