ewSd 7 A147, 1995, pgol g8t

Sobg Apaol A o4 2%

A A

X &l
1.4 &
0. 93 Atz
I 84 FMrtast 87138 Sata
V. A28 gMtn
v.2 &8

1.4 &

Sohe 553 A7 85 F9 st F3A Ao ) dakdl ez 2Ad. A
ol wrel ZFE oo gyt ojsfrt e R o] FoA: olHE MEH Lo AYY A
olell 7)l& ®ut opje} o|2jgt E3HA wiAL] Holo] Qikw & 4 Qlck. F 2oy ol
£ &9 #3344 (music acculturation)®] ZAsje]r}, &ob& olsidictes AL ABA
2 &g B o8 IVisle ¥2oE #4E 4 e $YHL Wig. HAx (Perkins,
1989)& d&d oldllY H53 wrd ds) «d&H olHt Anwe Helel HA}
(weblike)sttta ek, dled olsle A8 ohE F7/9 34 (FA-7l%, FE-3HA, A4
-HH5)E olddle AL 3, olv E¥A dAV|eS L3 w=EA Alae dFelg
& 4 sich

obs Sotagol qle] AHzt Ay e F8Ao] Az Hid, 2y olfle] WSAH A3

~QAPERLT SR g AYRA}
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Helx B2A fo44 Al Ade vind | A2 It 27] Setmselq 47 A
4 F2 ¥ Sobld dA4el GASo] "ot el Sotstgo] AstHe web LEqz
A, AR, AR, AXH FY9) wFo] Mstslelo} G} UntH oz $EAA A
e T4 Aasty AAAA QXY B $84E ZUEE Ao ulRA s kst
A5 A AYL ALY Fop Aol Bo BAA Sobd AlnsHe st ¥
TAe]7] wEelct,

ol w2 AAl olaar] ofele Sobd AnE A 2w Lol Alne] B3 oo #
T ol ¥A Y AAstEEN FANA WAt UANE BT A B§ Sobd AlnE )
BAA Heim Yot chpo 2 Qe AlnE ERSe 439 $9H Azs 2004 AjnE
A Akzel AFAA Bgith Sobd Az B9 FzA Ane dFoz & gage
b BoR F2Ae) Y 9 54 F2AQ Sohatne o]gd my, Fza Sopme) w
Dol el Aels mglct

I. 2o A=

1. 8% Apmat

AZE Alr]e (BEHM S FF 42, AYSY, 24, 94 $2 AT)2 My 2
AAZES AAeHE LU AL BT A5ats AT YL Al E=g
BEE BT, Adstz, s, Juigle Hu e HUAE 2AFE AL S
SRS AlwreE AEALY. A2 Az sfdle] dmlE WY Wl & ZAle] of
T oft FUEL s 222 AR, @ A, A6 sk Fyoz Ay
B2, $ANES BhE, & AYE Az A9 998 ddsle 2o dgolalus @
T AUt

o A7 Az & ¥elE, $obd AT (musical thinking)® 2 Sob 4™
(music cognition)& SJviglel. &2t Alzme Sobd AAolu 715ae e “S3 7=
of ¥HE AEE AL olsishe Aol o) ¥4 Wyl ol i3z 22T x|
THE TR AL (BA) SPHEQA (AF7h, AFE, 2R}, w)gYoh) S Sobaly wp
A& ZAR 2lA=¢ (Richardson, 1988)e oJabd AQle] xpAle] 743 Sobd sl
=237 A E Z1d, B, G B350 S5 Al HARTS AAd, oz A
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AREL e Ashn de $¢ A&do2 =3 vA¥A (nonlinear) 28 dojdriy
et

e 48 dagle S A¥H BRA Lo4d AlnE A HA Lobd AYL
AAAZ 2R Asted, A4 s 4 7193 tge], Qx), PE BE 24, 4
A, B Al o olelAlvt. E3] gobd A¥AA F A2 YzhA Alyst @
7199 AL AEIWA, 2 olF9 U QAH AT S SIAsRE Ago] 9},
T2 ARl SAHA F4E £& 7 dt TYHL BE SUREY 2] HE F8 9
oM FHYde EHN oY A2 Fobey AAE ALY o 2o XY (&M Al
Ntolopt A2 Fagk #Aelet & 4 g}

AlehE (Serafine, 1988)2 Stoldt 43F4 Aol sty whgshz Qlzke] HAlatge
£, T34 AA (subjective entity)2A EAJcin i} F goke] AAG oule 2a
Al S84 Az2A9f ool WAy Reke, Azte] $34 Az e e dojule Axo
e FRA A9} gulE Foshe AAA (AAH) FH o2 oujr} mr} BaA o
2he Aol

2. %X Al £

= AtndA s gRiste] ohge] A7ER] sRde] welEeA 3 gle).

D 44 Alze 749 34, F 957k 34 (construction process)o)x| BA} s}
A (copy process)o] ohc} ole $obq Alue ANA BE] AEZA U3 &
obA Ayt Addhs AR Y4 BalEo] ohjale olop|th
o] (Langer, 1942)9} wto]o] (Meyer, 1956)& SoF4 Aladt 4-43}¢] A=3} 7)
HE Wdshe, & £8P AFALE Alske gEolels He ARy

2) 93 Alae AR AFH 22X BAGG. S4H Alze &Moo do}
= &% =Fo W& #A (tonal-rhythmic relationships)E Ietsle Roz
o4 A" #ild" ANA el & oA Alze @Y £ g g
AXeol obd F3} elFol YA WA, upFe] e Hwle Ay, s,
7Z198ta, ApdEstan, AA AFeAe s|5E Hetste FHolth  (Gestalt
school).
dubd o2 gobd dxe HFd A FHH A Alze g AR FAA
P9y 2 ehdr}

a. oAl a3t S5 g #AE AP AX Sz Jgshe B9
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b. A2 g gl MAs 39
c. &9o] Ferke 2 €7 AR o] - Egid d#9H ARE &Aooz nw
L=l
3) +4A Alae A ARl oe 849 AdALE YHzY, Ade RE 3
SoollA FEHoE Yehe BEAH $484d tiit ddAlelw, EAv A &9
Alofut FgtE]o] vehle 84 o84l digt Aol
ARE 29 84 54 7|23 St #4A d (&, 71 &4, &9 AE 5)ol=
3 e, Ik o8 #53 ANEEE, 7 g3 34, AdAS) o= # 4 gl
+9 B4 N fRE WA $9 AlneY  (Panstylistic music-
processing capability)2 A#AQ Sotus glolx, AdAA o2 A we} &
A2} g A oFdte A AAAH ZAHe| e wE} ojrAx spdRc
(Serafine, 1988).
Aol AFE 7P F DI 2)0l SAFS AR Sk Al #E A7EL FE
b33 & AZEA F-Eel AFE A ok
1) Aoz e SobH Ala (x4, 94, 7]19%F)
2) A& F43k= FH2AY SoA Atz (dE B4 /M AlY)
3) A1 wlae} A FAZE S Al (E S0 2A 9A)

3. 298 Al B/2 o|EY 2
1) dlojbj&nt A38(Davidson and Scripp)2 89%F Aln J|&

A Alael #jE A o]2A RYE slgH, o] FoAe B3 dHohmlen A3y
(Davidson and Scripp, 1992)8] &o}4 Alwr|e E7-5 SHALE ez g ¢
ol o &otal digt o3 (ways of knowing)& AI7IA9] 55§ Holg Ao 9]
€dl, 1) 34 A4t (musical production), 2) 24 A7 (perception), 3) &2HA
AL (reflection)7} 2Aelch. SoA Aibell #3} oldliv= 23 AF 7]&o AHH AL
283, S A Zbel| B3 oSl 2= AHF BuUE slge] EHC) S Al #
& olde ¥lwA Alarledt 432l A7 o] AAR

ol2igh AMFofell gt SotH ol F 71 ofE AelA dHe] sbs’idl, 2 e 3
A AFE = A (knowledge-in-performance)e]x, t}& shte 23 AFE 3x @
£ 4% (knowledge-beyond-performance)eltt. Zzte] 79 & dAF AFe|re] Lo}
A oldle g5Holx HAA He2 Jehdrl dF Ao 4 Qo FAH o

‘4_



AF71€d SE716S AN, 94 AL Boled #3E dF499 549 2YEF
59, a8lx 943 Alae FHH o] uiE AFE di) AE EEAl #HYAEA
o ok Bl Eok R E Estn AT AFAe ATt g 8 U=l
AAE A4z ANer] H8] R FAH 8428 72 948 FTEhiAY,
EAR gobd A A3 2% e vl WS 43 HFAHeR dFe AR
3he otRe] HRE Folvle A B ohe} AAl AFHY FUA 2 AR F5F HHE A
T3},

FA A%, F AF o) Aol §obA olsl= A AL AeH YHE vehd
o} ol & Eol AFoly 71ey §o37] (|9A AAY), 19 2FY A 2 AEFY
Sod A7), 2B AEEY A, AgHYY 3, 2F Ee 8HF AHSe &
otofl oigh v} AE (4 A5 GF o) Aol $4H ol ¥ 4
A},

o] Aol Alw & ule} zro] S-ob o= A YelE HHA o7 dder AL
o1A ol#9 AsEve 53 xuAS] $94A Aluel kT U] oA Al E vl
2 o gd3d zdc 2Eze $od et % (integration)I =A
(coordination) & AHZ TR Fshe whd, x3d ke F98 S4H AladAd S
53 oz 79 @] oA AlnE Al ASch ‘o b Alavlete] §
3 2A"E AR F e FHoloREE $obd idE vee MY B8 ety ¥
4 et FuAoE offd AL 7 A F/HY Al 2AHE BEe Al Qo] A= &
by AlnE FAl AFA 7 d vl '

2) 1 4tel 894X A1 29

72 gel= fob Abast #E BE ol8d 2¥E0] sledl, v 1 %9 ¢E 54
o] Mol FAEE Ei3le AN oot
a. S9A A} deA g
- WA (Bamberger, 1977), 7t=u(Gardner. 1982)
b. AzAQ o e o2
- k) =29} 97 (Swanwick and Tillman, 1986) e Alglo| &3} 52| AA &
3 A Ao 2As F2AA Sohdd o]2Rye e
c. ¥24 gt el d¥ MdA =d
- 92~ (Webster, 1987)& £ Alzst #7134 Alae] AQe AHesid =4 &
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FUFo AW 2oyt rlen FUY Auaee AyYct
d. ¥4 Alz#¥
- A2kl (Serafine, 1988) 4914 Al2#88 A7bd 34 (temporal processes)ol
AL A3 v A7k #34 (nontemporal processes)dl #AE Hog ey Az}l
€ A d454 (succession)# FA4 (simultaneity) 2, F2h= £2) (closure).
¥ (transformation), 3% (abstraction), $J44 AA (hierarchical levels)%
L5 RS
e. AR |75 Alu {3y
- HZ2(Perkins, 1989) 4retel] (Steiner, 1985), 2&3 4¥®2(Dillon
and Sternberg, 1986)5°Z tE=H+& U] HU o]|2r5L Aty $3e
A €H A4 (declarative knowledge), #4A 4} (procedural knowledge).
34 AY (reflective knowledge) 522 £F3}7|E g} e xAe 2
AA e BARL, FHA AL oA See SYsly] 9% DA BAS)
o, 32 AAL oA Jlgd 28] I § s WHEge] 1 & oy} B
T At
f. &4A Alael g9 EAlHE 5
- E2d% (DeLorenzo, 1970)+ &t FA82 S| w3isr) 93 AgzAoz
T2t AMdo] EAE BA2A UAlshe Ao] Weshta g} Axze] A Q4]o]
doltA] de & ud FANZE 95 doluA] gon, Bed Yxogw o)
- &7} (Morgan, 1984)2 &< EA#4 $H o2 2944 EIXM7 224 (musical
independence and initiative)2 St}
- FElgt (Cutietta, 1982)% oF59 Sotd EA#Z S2n 2ok MUY A%
oko| APJAE A Hglic}
g. B]®A ALl (critical thinking) ¥ #%4 AL% (creative thinking)249] o}
A Az
- VAN A8 s
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M. 3894 A 2713 Lotds
(Convergent and Divergent Musical Thinking)

1. &N At 713 Al

= ALE 8 Fdeld Amrs] Y3 Q7Y AnE EFEhe $3o24 A A}
aeb E71A Abael ois) s wal,

47 &L 4#AA AR (convergent/vertical thinking)e 3hte] sgwre 2713}
AR o8 ThsAE AEAse A4 Jsd & sluE Aot 44 AlnE 434
ARgtas sk 2Aw AARLY sSlAka Ale]E AR oR o)F3)r] wEolt) $3A
Abre EAACY, AHAHoZ IAGE A ARsle AdA Alyo|c) x2ld XNAAE o
2t FE715% @8 =53,

714 2L 494 Al (divergent/lateral thinking)e EAE A3tz sjAish=y]
el ookt EF) ubE a8 QS SACE I E71A Alne Folal EAld uigt
B Fed AR 2Aske 4% JidY BHElAE" (brainstorming)elet ¥ 4
ek, 2BBR E7]3 Alazks ofe|t]elE Atk AR S T3, FAYUE AR o
7+ A AREA AM-Sle 244 "HEE Bl E=2utgely AW s 1A
AbaAre] #Aukere &3] 22 Erbssic

AE= (Guilford)= 19 A5 F+& =Y (Structure of Intellect Model) oA #7143
Aol BEAL R 1) A (fluency), 2) F9A4 (flexibility), 3) 34 (originality),
4) A (elaboration) 5& EX adck FAAAL kel FAlo dis) Az W S99
AAQl Aol o8, AL §¢ TR0 AdAQ Fddd g8, AL S A
25 Az o AR} aEln A TH WE-E A=A FAlsie] g ¢
skl s #A =

2. +7H oMo} BI| gofAln

F3H Aluel B4 Aoyt 9o 22 B TR, 714 SoAlue £34 &
ohalirt woid -2 P9i3kEl SotUES 1A Ao ohee FAY Aot} AF FF
aAF, B4, Fx2H M5 #3HY 852 1A Sk 42 8 4 glch 3 o3
7124 = 7led ol digt ols] (craftsmanship)yt ®H A (aesthetic
sensitivity) 5= #3874 Azl AR B 5 ok duBPR o] 7jadql el A
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oldivt vlA A4AL oA AEE 9439 (sequential) WHoE RAAYA FatEs)
£ 8737] diolct &8 #7134 Alnx o] A fod3iA T £3H Alae] Bl R A
< AEE @AY} (Webster, 1987).
714 & v o8 A HaE
1A FgAtatel] 2712 FrEE JAE HAE 5 Qo) olF o ohgs) 2
D #2714 & Alarled A54 $934 A (Lold elEdvly fA= 4
old& T T AWl Ax, $4H AT Ex1H oL R Qe
= 8lc}. olE ¥ AL AxA FotAtae diF Hd8 ATFME g o2 ehin
Ut ‘
2) FYEAE (£ A9 o 2A) = 714 & Akl 982 R
3) Als, ¥4, AL 714 £ Alwriedt dse] A

LR E Y

3. 8o M olsiet £, BIIM Somin

g 84 Setagdld AT e St dig dA ofsist #1A, 34 Az
Miahs oy #de] e AW e waabd A olsle 714 Sohitaet
THA FeRtEel AAAHQ] % Eob FH A 428 S8 AAE AAle] AnAm
(databanks)E SA43HA Hevl, 53 A9 ¥19 Mol A8 AH8bed 82 Al8S
°ol7] &Rt EF /NS #7141 Sohtze Bk 48 A, o) AxAq 3§
ke 28 7HeAE w3 & ARAoR A7 W Atgo) EAA ds W AzA
o2 A7) g 7lddhe AL Elsdithe Aeoltt (ol AxA asAd E3] WA
€ Asd). 222 B4 SeAtaE Hag L3sb] A Ay A oid
ARAR B AHGA oldrt BpAolth SR E714 Alne oA Alne] dEow 4
A Akzel vl YA AASE A9t glch 2y oud EAleld HF AN =
@3] AEMe T TeA o2 E s TR Ak Ak she A Al o
F2 AAA HER 714 SR 2A @A A S 23 Fasithe e 1)
e ok Zoltt .

+d Alas 2A3E e 2 SIS gt TR Sk 3 2R <)
A=E 3w, 94 wet HAA 74 {39 Alng 23471 S BHEY 5 Qs
5 =9 Fed 243 Folok ¥ Held.
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V. =25 goAL

“ae A4 ). YRR o5 AAA R Fr4le] B AAdH o] FH-kd o
e dolA] el gHEet oo By A A2 YA o ¥AAe] "o} Foluc: §
Ardg dg obe FHozlzRE TAFE (MR, IEASER wHajzlchs AMel”
(Dacey. 1989, p.200).

Lot o Ae] AxA AL oln] LA FE AZHI Sle olaeltt &3] oA At
2 Az A9 3 FYoZA HIHL JonZ, ol Ao AxAL Ao}
B azly AxH $9AlaY 2y A 2 F2A SAka] itel s A RI|g

1. x4 7

24 (creativity)old# HAH A7t ARE 72 A2E AL wEel de 59
< orjgth. A4S EAA (originality) s s FA7F A2, =84 doldel
& EAXYATE . AR F3A 2L ohlE f-4337AE Wi ¥ AxAds 24
g B3do] e A (imagination)& A, A&, AHE, Ev VEIF}A e Al A3
Fx3in ekt AAA ouiAY Mde YAshe Y& AR A2AL U] 94
My A4ES AAZ gt

A7re] AxAL AMHA Axe SelolA vl FAA LR =21 o AR F2A A
E (product) ¥ FA L2 AZe= o2 AxA St S A €Y o444 &
A (M2 FAT A A8 FAE Ao o] AS F2 1 Fole] AEHY A
o] Frlel ZAE ol &}t EAE A2 A4 (process) & LA ALE, olw FxA
o8 HaAstAY Fxart 2 geFet doluhs A AnAA S Y AEFeEHR
F24E 799t AAE 324 (person)®] 4AA B2 & weistnas Folde 49
L Aotk &3] A2A AlmAty HAH A2 A, A, . 2YAL AL o
okt BEollel BASe] AFH} A2 AnE P AL 71EY Aoz N oddld &
ol A % ehalo] T2+ 4 glE |4 (associations)® W@ ALz (juxtaposionts)&
AF FARg. o8 259 Ak 3 2y gA ARk, GRS 42 Al dis A=
o] firt.
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2. 3x4e 83

D) AzA Qe Sl F 424 P9& i3] dojd Fgo] Mo},
AYAolx 37153 Beke AAsty vy}

2) AxA P4 Hdstm FANEN AP Bado] gi).

3) 24 Y= TS HEOD fschs A viad 44 o8 dekgt ofolro]
E AHESl AFT ulgle FElE BSoluichs Aol

4) A3A 9= FANAC M vAEA AL AHesle] Bk Sl Hal
Mele] Fz2A FAHE =4 #Hs] AE Folx) AlelEy 270] 22 x|o]o)
¥t (Rogers, 1954). A& 244 Qalolgln & 4 gle Algd bgzteld). o)
AeHos fYidde] AL o o 4=, A9 Al kYL AAlo)A)
TR e]lo] A9 7HXE Az dHe) AUHQ Fr1E K] gerty Boe
o shsdAlch. B4 24 WA gelolgtn & 4 9 Aleld Agolgh

3. H=H gopAlm

dEd 323 fopbael o 2y A2 ¥ (Guilford, 1967)8 7h=y)
(Gardner, 1983)% & < Sth. ol& 289 FEHE Az LMITLE Ay o
(multiple intelligence theories)el 273l HTstz Qe AHolh A% o]27)
(intelligence theorist)l 8¥ 1 (Sternberg, 1988)% 18] #z2A mdo4 A7lx| 9
Holl s AF3tz slch 1) EAE Q4stz A 5 e 53-8 AR (cognitive
skills), 2) A1H2etd (intellectual style), 3) /Hle] AAAre] Ex =

8" ¥=24 Az 347)7F2& Ed2 (Torrance, 1966, 1973, 1981)¢] dl~E9} 9
2=gt 27k (Wallach and Kogan, 1965)9] Hl2E7} olch. 5wWs) =24 cotalwne}l 3
de FA71 72 4 (Wang)o] 34604 8419 ol5-e <& /w3t “Lelsl Sotorie] A
24 %4 (Measures of Creativity in Sound and Music),” 92E (Webster)”} 6
Al A 1041 obs-& fls gt “gotolMe 2 Aln %4 (Measures of Creative
Thinking in Music, 1987)" %o] gic}.

o] FolMe FoaS oM WHE] dFEE Yels (Wallas, 1926)9] 324 A
A BYL a2 qck Yo ged F2A AL ke urkx Aoz e
HAE AX dojdln g}

1) 8|94 (preparation)

At BHE ARE A AR AnAe AE, dA ZAd A e z

‘10_
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Al 71, olslE ALj dF Hadard A Fu|dAldA Alzale AY
Al =g Ik Fu|HAe gEHoE dUrE At $odo] dojd S
.
2) A=A (incubation)
THZHE AAHEY AiE FAR o] "HAle AH 3Fo] opd FoAlH s}
Aog Aluzkz EAlC A& o]vAv AFHAE B I} FoZ wolde #
HAlel Hol= A8a A5 FasA Aeske A7 o, Al vy #Ade
BREd 2714 Aot $Ad dAeloh
3) #FAA (illumination)
A7k A BEE AxA A Wikl AAp| vt ojag o] wiAle Aol
AR B (o}sl) Y €08 Y. & £ gy T A A3
lAEHAl = Aoltl. 4% HridAE EiEe Al o2 ZA A wt
ZollA A ololtioirt Adsle w3A Alne AME X9E olojrole wF
e Ao g Aujgd=c}
ZFA (verification)
24, A, A A AxA AR A5 1a Yoo ool
ol A3 Aol Foj7ich HEDA N vlHH o)z HAAQ $HA Alzr)
F2 gt det Qe AFHAE AR AXEL RIF FREVIE A=
(communication).
3v2s A MY Az A F T WdAEe] ¢AHLE F 1HAENE 494
29 gej2 dojike Zo] opdel, Z WAL AF £Aglel AEd += Adrke Aol

> it o

4)

oY

4. otEnt XX Aol W

o)A} AbwlE Az FoAtael] AR o] & AAM Tt Kol ALY o fosol ¥ HLE
AR wA} olEe] S dde] glo] Frlfe] rHedt AT B F84L o0 ¥
o] A&l g}, F2A Fohatae Al JIAE VAR 8742 A qge @
th, o o}F AR Fr)4le] wx WAA Fr)ie] $3| dojddt. At HA
ol B4 #x2A Alze gAY ANAF Tgel AN F& 71} o)3A gl
Agfol] A EA3] FolErh = ddbgez FH=r|H FIAAR VR (EUHE, FF
&, 35T J))de F2d YT S AP W TR A FAAE AH
& el AdaE 57140L A& e e st 9.3t & 32

- 11 -



19 oA Alae] ¥ olgA #a

T THE A5H UL e 93y TR0 E 848 AAY $AFA) g5
Aeld},

H obFe] A2A SoMbae obfe] B sl LA NS FEF YEdE 23
T 5 S W rhssid (A 1A Al 3383 #31). 324 Sl 58 o5 hordt
£ AYel die MgAeln, Mg S ololiole] s $449) =T Mk 3=
A soAkae] A Hrtel A elale] Hrtel v|FE FriRchs 244l ot Bl ¢
&3,

V.2 &

o] 2& duete] foldtA] oL Fob Alael die) Tl o)8d 2wie AvrEay
T Atz AR olHE EEtuA Yok TFHoR Sotwse gobd A3 /)% &
Holl 24& Frlucke 44 ALz Whe Aol & Ao}, goby Alzwe &3} S
e S 82 AR, TEE, 25, 2A8kd Wrlstm, vobrt dl&s) 287
A= 7Fe¥ WF S8 £ 829 #48 84d] g8 oldshe AL vigic) oy
ASE T4 FAoln, Seoby AYE A3t £8A1e) AAA BEoltt Aoy go}
CANEE HAMEe £ Sotnst 714 fela 2 Z1Ws] Fojgc) Er)A Lo}
Abzsl ¥HE ATHAE Uake T 8L 58 2718 SRl stEAA 4 9eAd
¥ A8 Akt

FAREANE e} a2 Alne §i) S FAE HAske Aol SYAql
aFA, At 2L 2 £ ER & 394 4 AFA YSo] b EE =
oFojof e}, Fobd ARNY 2L 9% AAAH $UAYA TR T4 So] wdstT
AAslodol T Fobd FAE A, AT AUA A2 FEIH BEY AR 74
HOoZ T4 "art glok. IR olel¥ 4 AYL AA Sol A4 9 sate) A
THE L, TR AL Yrx, AAAA £499 5§ WAE AWLE (pacing) &
A48 fAlghed 53] fdsiol & Ao}

djo

-12_
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ABSTRACT

Theoretical Basis of Musical Thinking

Kyung-Hee Kim

This paper attempts to define ‘musical thinking’ from various view points, to examine the
characteristics of musical thinking, and to introduce the related theories. An effort is also
made to categorize musical thinking based upon convergent and divergent thinking, Lastly,
musical thinking is examined in terms of the creative cognitive sldll.

Musical thinking involves problem-solving, concerning tonal-rhythmic relationships that
occurrs temporally. A musical judgment is made in temrs of a series of distinctive mental
functions such as expectation, comparison, prediction, and evaluation. These functions
occur nonlinearlly and continually while the listener is engaged in the music. Musical
thinking has three important characteristics: 1) music cognition is a construction process,
not a copy process; 2} music cognition is about detecting, identifying, recalling,
discriminating patterns and realizing their functions in large compositional context, i.e., it
concerns perception of tonal-rhythmic patterns rather than isolated tones; 3) Some musical
problems are related to the generic (cross-cultural or panstylistic) aspects of miusic and
others to the idiomatic or style-specific elements of music. As a part of reviewing theoretical
models of musical thinking, Davidson and Scripp’s classification of the ways of knowing
music is examined in detail.

The concept of convergent and divergent thinking may be useful in classifying musical
thinking. Divergent musical thinking involves generating many possible solutions to a given
problem, whereas convergent musical thinking involves weighting several possibilities and
converging on one best answer. Imagination is an important part of divergent thinking which
varies on its depth depending on the individual’s conceptual understanding of the material.
Divergent thinking, however, must be filtered by convergent thinking in order to reach a final
solution. Thus the interaction of both thinking skills are important.

Among musical abilities, craftsmanship and aesthetic sensitivity are connected to
convergent musical thinking, while composing, tmprovising, and creative listening abilities

- 15 -



194 FHH A3l Y o]y #F

are examples of divergent musical behaviors. Additionally, the results of the related research
indicate several interesting points concerning divergent musical thinking skills; 1) divergent
musical thinking skills are not significantly related to the traditional measures of musical
aptitude; 2) musical achievement does affect divergent musical thinking skills; 3) intelligence,
academic achievement, gender are not positively related to divergent musical thinking skills.

Lastly, concerning musical thinking as a creative cognitive skill, one’s creativity has
been researched on the basis of the nature of the product, the process of the creation,
and the characteristics of the person. Generally, creative behaviors are characterized by
their originality, appropriateness and relevancy, fluency, and flexibility. In the music
fleld creative thinking is often examined in the process of improvisation, analysis,
composition.

According to Wallas, there are four distinctly different stages in creative process, i.e.,
preparation, incubation, illumination, verification. The stages may move back and forth
among them rather than following the sequence from the first to the last.

During the development process of child's creative musical thinking the importance of
environmental influence cannot be overemphasized. In order to unlock creative potentials of
children in music, psychological safety and psychogical freedom must be guaranteed.
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