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Wie bin ich froh! Auj} PEs7H

Noch einmal wird mir alles griin und leuchtet so! AP Tl =Alo] Ha s

Noch {iberblithn die Blumen mir die Welt!
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Y (voice leading), 5 7+ AF-Z 8 (voice leading progression between sounds),

AE-Z18Y (total voice leading)
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A Study of Voice Leading Progression between Sounds

inherent in Webern’s Three Songs op. 25, no. 1

Yeajin Kim

This paper is a study analyzing Webern’s <3 Songs> op.25, No. 1, ‘Wie bin
ich froh!” through Straus’s “Total Voice Leading” system which deals with the total
possibility of voice leading progressions between sounds, The purpose of this paper
is to reveal the relationship between the inter-acoustic voice progression structure
inherent in Webern’s song work, the structure of poetry, and the formal structure
of music,

I will first critically examine the preceding studies of atonal music theorists related
to Webern’s op. 25, no. 1. Based on the listener-centered and music-centered
analysis of the voice leading progression, I will confirm the structural voice leading
progression between pitch-class sets’ sounds. Through my analysis, I could approach
how the structure of the inter-acoustic total voice leading progression which plays
a pivotal role in the organic progression in the deeper level of atonal music can be

connected with the semantic structure of the poem,
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