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aY 71Eg R &3] 4L ETL Agol FUER, o] Yol FHIATUE
7} #he oloprl & AGL, Bl tiElA 53] AFEE AMEL ¢ =F Aok

1) & =3 (1983), fol5 wes S4as, (A& 1 71D, p 127.
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g5 3% A% 3ol BE Woke AL S 283 7R 9
S Ae Adu 9% Ee Al A de ge Aol 9o EEEEROES)
U TBHQ FozAE FoEY LRACHEW) re5e] A 2E Ao g1,
Edgar Wiliams "2 Eoldt 253 44 Aloje] Baolth gbm go}2

Paul Crestong 18] AAol A 25¢ The3} o] Folgoh?

- FEold ANYE LTI

+ EEolg oj@ WAl wa} yoixl AEY 2

ool BEL 28 WAE & £59 2H ol
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2) TEESAAEL(1980), (M€ © ABEBAL p. 217,
3) Paul Creston =, #5419 (1977), Principle of Rhythms (A& © AlF&AD) pp. 3~4
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A 25H ol2

ol o1&l AR Seashoret= HEFY AZel= £ A4 247} oy FH o]
148 agstehe B5AA A% 1AL A ZAG) fds) BB GHe s
HE Pk & D5 $He G¥® Hol olUT f7o o Hojgd

B8} MursdlPs} Lundin®2 2159 S2o] 25Ho] ohde Zuson A4
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> F9 27] dA Yelida 3
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Whitson($] E<2) 2 Seashore Hl2Eo] oj3) 48 2Exzte] skaboj #s ZARS
da AP gF H2aEd #% EPe 291
Aol o) FdE 4 doke 28-S Uy

Seashore¢} Whitson®] A¥g Euz &4 Coffman®e Mg Ex Fzy

(eurhymics), EH2]719] AFHA2, WT27)9 Eux7] 5o 2§ 254 wyoz 7

4) R W. Lundin (1967), An QOdjective Psychlogy of Music(2nd ed.) (New York : Ronald press)
pp. 116—122.
5) C. E. Seashore (1938), Psychology of Music (New York McGrawhill) p. 138.
6) J. L. Mursel (1937), Psychology of Music (New York @ W. W. Norton and Company) p. 153.
7) R. W. Lundin, p. 138. op.cit
8) J. F. Nielson (1930), A Stdy of the Seashore Motor—Rhythm test. Psychological Monographs, p. 78
-~ 9 A. R Coffman (1949), The Effects of training on Rhythm Discrimination and Rhythmic Action (Unpublished
doctoral dissertation northwestern University). p, 174.
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Murssle: AJuto] $2)g0l7) Eoly H2te FARAE S e dosdes o
3 ¥ F e I FARA ded e A2 SAZ 4 AEe vEs g
T

Lundie o] QlojA Me® AR Y] Arizt FHF o2 HEHE YAV 3
Qo) o8} ZAX o] ATT B YT

MeDougall(F] £2) 2 A9 298 27} 5o @ Azukge] 727
Hol QIthx AT

Mursells} Lunding o] o] @& o} Folx) ¥sith Musele #4202 WEHE A
AF Fgoleke BRNM A5¢ 4¥see ARE 5o Arle FoA9) FHYS
FEs 22 HUADT Aok AL AesE AAsHE ARE ol ¥ A
427b5e) gotel WESH AU ZE FHY Ae7lH) &5 Alolste] @y
¥l glTh

Ae) 7714 wal, ¥9%5 19n 35} e THE A AYY RE A5 ux
A gt 2oy A3l U AL A F71H WS WA wskshe A
g Relth

C. 22 0o|B
&% ol s HFEEL MUY ST 2E-& FAM doldrh Murselle )

10) E. J. Dalcroze (1921), Rhythm, Music and Education (London : Chatto and Windus), pp. 79—&2.

11) J. L. Mursel, p. 155. op it

12) M. W. Lund (1939), An Analysis of The “True Beat in music” (Unpublished doctoral dissertation,
standford Univ.)

13) R. MeDougall (1902), The Relation of auditory thythm to nervous discharge. (Psychological Review),

. pp 460—480.

14) J. L Mursell p. 157. op cit.
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&8 25u8
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AT 2 2AFE AD4H weH 57 ukee e ¥IE e urgolElm
At 2= ASASE 27 Wdsle 5EL gFsteuE YA Bus 258 g
RS X4HQ 7128 23 Jod Al XA wse wWEE vehya o
TEhe ZEuhee A e TA whea vssd S92 LERE o3 ZAxn
2L ggHe ozt ZEL 9A Bk ol Y Murseld} Lunding] Asis $E8%
B AHEE Abolodle M2 FBFA7 U< YEI gk

T+ 8E° ARLE Fethes Asle A2 Ro) oplth Azto] Aluan ¢
oz st Ae AL 27t 2 AAA 2 ed oJAY B 1 Ale
7t &0l 3 € 99l Rojtk

m2kA TS - whg 9 BAE A3 5o Yt RAojg?
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E 57 252

A Jud e AEAgeld QA A3 YA A2 3FosA Mg
A2 ouise, aRe AUy AYVE TAE A= AT 294 9L A 9
q_.ls)

15) J. L. Mursell p. 162. op .
16) R W. Lundin, p. 106. op cit

17) D. O. Hebb (1958), A Textbook of Psychology (philedeipia © Saunders), p. 116

. 18) H. Woodrow (1951), Time perception. In S. S. Stevens (Ed.) Handbook of Experimental Psychology
(New York : Wiky) p, 1232.
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Ruckmick(s] 2%))-& 2§22} Qoid 57428 Q@] #at 920 Gahe AL
A =gk
44 B5Aus N2y AEdEe 499 A 95 21299 g 259

gl el e 2o AES YT
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CAwHoz EUte UEY F3% Y40 g5 22 BAW A4y

3 wEA 9 Fojz.
- ohgo] £EUAL AF WA LUE A3 Y5 ol

F.2|&X|1Z Of 21Eds

AzZe #4¢ FASe A Byl Axg tEYE AP Bagoz &
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Ashe 54¢ YEES 278 R 98 2¥50] Foh 281} Rainbow} 33
| A olEEe Yl BE FUH AT A ATNH 53] Ascld] B
A 228 ol 5L kA Aol YEAZY B BT A 250] B
A

Thackray(H 28] o)™ 77HA9] 2lEA2el B 4ye sauk

AA2AY BETZE AL J198D 28T 24 4oz BaSE
otk HAEAAY WHeoE 4 4 Yk 5, A WY, & 2719 8
o =Y $39 93 dEAGL AdSE BN aTFHE A5es HaE
YA AR} Y WA A BT pedid g Bo] v B &
2+ Yee ¢ 4 Uk 1 AL BT 2
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19) C. A. Ruckmick (1968), The Role of Kinaesthesis in the perception of Rhythm. The American pattemns by
Children. (Perceptual and Motor Skills) pp, 305—359.

20) E. Rainbow (1977), AangiuldinalhweS(j@tbnofmemyd)mhabﬂiﬁ%ofme—schageddﬂdmn
(Council for Research in Music Education) p, 56.

21) R. Thakray (1968), An Investigation into Rhythmic abilities (London : Novello & Company Limited). p, 15.



Heht Ale FES $39e 283 58U Aotk ojR o= njFo] Kol S
AZe] HEY T 7146 AT Fele HRA, AF GANMNE 2R F45 (Ao
), ETH(ETN)Y Aold, =g Y5 & 2Ao} 82 I YEhg 8 Eo] 2243
4TA7 51 FFIA Bise AxE A5t Ho) AHSHYGT & Ao

m. oMol 2|52 x|

Murselle: ot} §9] §402 7120 Sl w(beat)sh phrase thythm & ST}

Cooperst Meyere gt NzHd zAe) A 71% 802 WA(Puse), W
(Meter), F5-¢ EQTHD 2ot AEA 22 g YA glo] fole) FEYIA
73}eo] & 9 (Tempo beat), B}R}H Meter beat), 483 25 (Melodic Rhyttm) o 2% 3
B3 o] A 49 AFeE <IF, AW>E TA}IL 1R0) EE ole) nje] &
o} ojug 8 Yooy sk

Creston "X & $3g £5 glolx Ao 274 olehe BN g 9,
&%, JAE, AP ¥ FF2 APPSO

2 WEH gol9l tme(UE FAlSE Rosd BEHHoEZ AMREHo] Xoje
D HTE T BPBRL FHIY Aoz BFEHT 4% 2 (pace)d B2 1)
A Aok F2oE AW FRhmeter) B AHEST QAT YEARA Ho| A we
HEAQ oulol4 A$ET Yok Tt dHeolehe e puked] S9TE T U
Boh Ze g9z e ACIE B9 su Je [] 3. A, F)Se duag. 7
28 T4 EE olRT Y AL diHoz wakbenz Ago] A
pulseo] o}, whab M|&e) 712H Q) ©Beloln &g YA Baw

2y AAEE x50 o) %oz B wsist Sotely weo] gloiA
SARE w7 34 203 @ F ok 7 50 o8 EAHE B SAHmetr
cal beat), g-otoll 9] wzbo] glo] =7 4 U= wHg WHF vh(true beat)ol 2 & w), 1}

22) J. L. Mursell (1973). p, 190.
23} Cooper, G. L. Meyer, L. B. (1960}, The Rhythmic Structure of Music (Chicago : University of
Chicago Press). p, 3.
-24) E Gordon (1971), The Psychology of Music Teaching (Englewood Cliffs, N. J, Prentice—Hall). pp, 67 —69.
25) wh)ljnh—ai (1968), M) Xp R, (B FgARAD. p, 3.
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AL Z4zte 2dol Aol 2ol RSl AHMEEF ousin] a3 o8 ulxie
£3o] aA.

49 HE7} ®E el EE AHEL W uutg wte] gz ssing o
33 7lRE 23¢9 @92 o) v Yu2 & 2= AFeso] 259 Wl ¥
g gHEC] )

Creston® ojzo] ¥te] 1%3g T3} o] EFH}P

—5# (MONOMETER) — & 4789 vz}

Z## (DIMETER) — % &d9] ug

=## (TRIMETER) — M 239 uz}

rab# (TERAMETER) — J] 239 4z}

¥ (PENTAMETER) — thAl Ad 9] uhz}

A#$# (HEXAMETER) — oAl 239 uz}

2 gte] A9l BANE A5 AP v 2x) g

A& €9 FT EX F& AR g BE P3N % |7 A4S vk o
A2A Z8-3te= A g8 4L J.7 F /RE »AAG

Dalcroze™7} A t@ T ME BA71571 Bt & 9ujg§ 23 9o uhapug =
A% 9 Aol EFE AN Yok 29 FRNME e e w2 ol e
<A A g g9r) He ¥ E 23 Y.

Y=Y 1= D, Y= ), =Y ) =) Be YY) , 7 C=Y]), ¢ =2/r

Tempo 22 o] x(pace)& ¥o] AP $8 T} 7)dd Qoixe P
£ =¥ RIM¥E ME $AMUlZ Grave, Largo, Lento, Adagio Andante, Moderato,
Allegro, Presto2. o= HE2Q Uil gojoith. 718 A3 X A= 2% HE,
2 A g7t 983 2 A AQertE Y MEZES 52 FAE EEE
ks AP 9 XY 5 Aok F¥FHY vEZE A E | =MM80FH 2o
HERI T o) 4R E 7L uhe] G9jol X o] ulo] mjE 80709 H]SE AHHE A&

26) Ihid p. 3
27) E. J. Daleroze, p. 1. opcit.
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Qv gk (Malzel e 19163 WESES gHE)

QUEE Bhg FoAAAE 81 B2 5 3= o Z3olt}. Cresong HAlE
o #BE Bk AE, w34, 1A, WY, P4, A9 A2 PR Jop®

e Al E (dynamic accent) & B¢ 29 73] o8] 7ZzsTh uka} <B4l E (metric
accent)i= JAE &7 whabute] 19388 Jehye oz 7o FAE0)7 % st} 8}
4 4l E (harmonic accent) & uH9)o] B3-S 7 43 vzt AZxE dulsie, 1z
A E (pitch accent) & &9 2§ 9] D Lo} FA Lo BxE Xk A9 o8
A E(weight accent)= T2 Wale] o8 2zE ey, HE A4 E(patten ac-
cent)= AHUEHE D& H%9 Lol Yehdt) #4] 4l E (embellished accent) = ZH,
EY, 273 28 48 B4 Aol o8 uhe 7hzs.

°olo} Zo] Crestone: BAEEF &EQ) YT aiz W)

Creston2: HAE glole vate HA @223 Hol AW s goe
A9 Z4g oA =53 g9 ¥E AUPe YA Bozg dbEs JF9 A
A3 Agog wrh

B 5o 282 Dowling®ll ol8) 4mslo} $ti=sl 2= wjx o & A ol A g

AUHE 8¢ AAshe 2US B, o] YL ALAHE T 29y Frs e
A3 @ & BN Fose) A FolNA THHS YTk HEe L BT Fu
Flg 2T & & Fe)A TR Uehsth B3 320t FANY Aeole 2
3 2ol o3

Tl ZUA 2AE 22 Aertole] Zmo stolu YA LA
!

Dowling 2 & & @2} ddhs gl 98 Y4Y 5 7K 2 gelx He(N=Z 7
HE F A Aol F A& Fusdo] FAAA ANSA Fe ALE Ae
ol YEhge okt 28y FHAE] vy 2 48e ¢F oid 1T ’é_} °£"
L e AEE 2L F AT Aotk BE 48 422 4EYES) nAse
HELE T whEolAT 228 YA S d&(NE FAA He)e "H}_ 8-5-
o] WME7| 2 AAFHATED

i

28) P. Creston(1964), Principle of Rhythm(New York : Franco Colombo) pp. 28—32.

29) W. J. Dowling(1968), leﬂumnfmnnmﬂpaoepulegaan(JamdemeAmsmalSoaetyofAmm)p
369.

30) Ibid. pp. 322—337.
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YBgozs Aed YEL %o Aol FIA o) ool N ANA Uotm Az
Ptk HEd PEL T WAY + Yok BY B2 LLAE AL, BEF ¢ 4=
AT, %9 FATEE AHSSHE AYFE AL, B o] B} AL A% ¢
2 2& A= Yok 489 P59 ARZolobRE So1L $Ho2 E FALE ¥

2 9% FLE $UE FARD Qe Rolth o, AAE L R a9l Tz BAe
A Ae2e 24¢ 2 484 5L 9472 dPETH YL FFIh 29
U gRes AETRY ¥HY ol He 2 BAUL Tsy] A A HoXe
QRS oW etk B, WS WA, Tx ¥ WA Y5 A%
FEHA AEY TRHNA A5 TP AT 2RAA goelNe =
728 A4oz $HoE FYHY $RoE St Aol

it ox
n
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V. 2| S0l 23 HITwm

A. Car Orff(1895. 7. 10 — 1982.)

Offy S4mge 334U 3 S4v Y 5 4le 338 9 v Fof
of ¥ M2 SUuKHE AU Off= oo 7124 F44E & S &,
29 Al 848 BI o] Al 247t AZ REHA X F4E B3 AA2HA AN
Ml ¥HL A e 7]x-gH(Elemental Music)?] /@8 ARESIET- ©] 7ide
A olsfell A AAH] Ao E S 8 AFE FEHA 2l

2 S48 F FAg doj o]FojA= Aotk OffE A ufe 53L& g
o 4% AgL ARG SAZLE F 72HY SFHQA FFAA 2
9l wetyl AAAAM GAF o= A oo} FThY

31) K. A.McNally & Handel(1977), Effect of Element Composition on Streamling and the Ordering of Repeating Sequences
(Journal of Experimental Psychology : Humann perception: and performance). pp. 451 —460.

32) Landis, Beth and Polly Carder(ed.) (1972), The Eclectic Curricutum in America Music Education
(Washington. D.C. : MENC) p. 72

33) Iid. p. 73
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Te =2
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34) Ibid p. 74



Ak o)d Agshe WrlE 2 U AF )k udsn Seuee) BY, AT,
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B. Emie Jaggues Dalcroze(1865—1950)2] o|&

Dalcrozee “&43 glFo] 43§ AAH ARG 149 B§ Fdd ok
A" ZAE FIL <FY=Y>old AET S HAE o|=3Yr). 19 LotwS A7)
€ Al 72 FREEH & 984 Ex A4 Solfage(SAHAY), A-g28 3=
T8 A A Improvisation(FFAF), AHH 52g F3 250 A== Eu
rhythmics(2] 552 01th® I ojdole) gotd AFol@d oj@o] Apalo] Uhw A RE]
7WAIL Bojve Aoz AZET o] A WEY AFe olBA 3 oA e
BAANTe7 st AL SXAFY F2g BHoz By ) Aldsh= AEA g
ol AEd, MEHQ 2ol ole AP #Folah= Aot} Dalerozer= 217he]
AAE eA2ER] 47|FZog Hl{3lL o] Ar|jFozd FE3I FHiE Ao o
€ HY9 7€y 1 FAHE Rl FHsn Qi

1 2 ®eje] 25 7% (Speech patterns)
71&Y TolA JEHNE Fohle FVS ofols] FE SuuTh Aed A
o) ZHerg ARE Az,

2 VY B2 AERAE AT
T YY) HEdTe WA BUE BeIE B el B ATE 9 289 o
e AUA 8 AEFAY HAolE A ok

349 +5¢ §¢ AE¥Hy aF
THHY @A BtRT £1 ARE “AAE @k

4 AEYA 71z Hg

#AYoz AEYHE HYH AFE 5 e W A5 s)5E AN Ag
de A4de) vohxi} BuE eyl AFE BT $8Y02 AFT + U= &
=@t

35) Beth Landis and polly Carder(1972). The Electric Curriculum in America Education (Washington D.C : MENC) p. 7.
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D. Maria Montessori( 1870~1952)2] 0|2

$798) AR 224 (Fridrich Frébel © 1782~1852)5% 7 ojdolde] Raxtel

36) Mary Helen Richards(1964), Threshokd to Music(Belmont, Calif ; Fearon Publishers Inc), p. 8
37) 2 %7(1973), "Orff Kodaly £} % o]'de] v ¥ (222 KAT AYW) p 7
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ABSTRACT
The Study About The Method Of Conceptional
Access and The Importance Of Rhythm Education

Kwang—Sil. Nam

Rhythm refers to a repeated pattern of sounds or movements in speech, dancing, music, etc.
Rhythm exists not only in music but also in every world of arts and natural phenoraena. It plays,
therefore, a basic role in everyday life of human being.

Music consists of rhythm, melody and harmony. Among them, the most important part can be
rhythm because there are some music without melody and harmony but never without rhythm.

This study is about early music education for children which is designed to help them listen, feel
and express rhythm through the learning methods of such music teachers as Orff , Dalcroze and
Kodaly, who influenced the most on the modern music education.

The contents of this study are as follows:Rhythm is the most basic part of every music lesson.
We can use speech pattern and a simple percussion instrument with physical action. After some
steps, we can feel the beauty of music through repetitive exercises.

Therefore, music can be educated through studying the rhythm : music education should final-
ly help to develop creativity.

The origin of every music is rhythm. Rhythm is composed of long and short sound and a pause.
And there is a beat that is regularly repeated in their flowing. And this beat goes to polyphony
rhythm. Through this learning method, we can help learners listen to the music, feel its beauty
and play the music, which are the goals of music education.

[ wish this study can be helpful to music education by providing with basic materials for a bet-
ter understanding of rhythm.



