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= AR AeiAel F4E kA AEAA AL 24T 4 v gu, AL 94 o el A
Fade st adodl4, Zelm BRE 25 vl Holv AAE 2oz AL
et glxlnl, oA fRd#iFale] sk el Af22ld Ay oz =28 £A4LE Foe
FAtoR AEE AAY £ Yo Y RE dEsbE 20 ERE NI HE BES b
AT A3, 1 EREE BB MR P44 zstol 3L SelEo] BAYL 5 UL « uE
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olgl o] ZE EMTAAE FRL ABM Eho Y HEFRY HAE go) AR 4
3ovlEe) fEAE el Fel7] Ao BERAA AN TAY 4 Jx, = T ow gt Bl 5
A RE I By BETe] 5Baly] W Bl ARMEY BES AT K RS Bk
B FRosA ] FEHFS BEES Fol HENT sl HAeldh

Tl vl HEERAART AT gke] FREHEY Biyel M3 Fstxn st qlzte wkEv)
AR 712l oldisl 7l5g Al AP o)m e, 2 EME Qo] AU YE %%w

1> Herbert Read, The Meaning of Art(Penguin Books in Association with Faber and Faber, 1967), pp. 15-

—16.
2) Eaf, BHEE (Fa¥ & A 16615, 1964.10), % 94if 6
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B FBo BHANA w B e Zolh. 2 FAAX 53 BES KB, BYE AFE =23
T RBE] WREN #BoRA BE Fobd IdF &L FYNA o T W2 2vjd o
AL getmf FFolvh ez MHFEEF ERLE HTd dedAde Fduivs apzty
T FREHHE BRE e oot 250 2 2e Helu

olg Eell4 o] Fo] BESHE vt Rld BHET S v X3 FEHFY LAMBEEA FE
o] AEE #elE dold, thgo i FREF KEMERA 45 TLEFH k. 2
2l HFEHF ARE Bl el 7 Aol

I. FRAES FREH

A BRRBW| LI

HEL £ 8] T YT F MM WA skl TS Ax Fkel WA &
el BEST oA gk olAT ANAAY WL ALl BeU F @ANA W F
2 Aelgent Aslsk ARz, A5E o) R AMS Aifel H@sAd = 2 EokE
MES Wit B TR A Sgx, AT B BEANA deiAA FR B
S 2AN HE HE BRel vebbl 2 Aclzhr ¥ + o

Bl BokE 2E B AHS A G B0 BEeL 29, (4 AE BE
Ash o) BES BEE FH2 Uoh IO Tah odeld Yol AWM vl LA
U L REEel T FSL el Mush £ adolol sy v AAeA HEL
BoE 2Eol o) HE hE H3el @Al SAAR A5 E 2E0h ¥ b QelAd
DL HEE BEL ATHAT S THE + UE b8 ANE WA © £l
A o] EBRERIT #tk Aol S fEad T2A vdehivl A% REA FAel A%
o & Aolch Al HE MBEETL WEIER U BAHL MEo 24 WEEE 27
Swa o] A, LG SbAEE 1EY AE A LRl AAAE RE
% A¥ae Aol ©

Fduard Hanslicks] 2ol 2 #@fr@el %& H% LUtsl REm BAREL BFET sl
#o Aol MESL 25O o A% HEE o FE KHE BT Pl ATl ohin
24d AR AAA W) R BB Aclth Ald £FEE LB BEelA BETH

3) Wi, FEEXAT (4§ XWLAR 1960, p.2.

4) Joseph Machlis, The Enjoyment of Music (New York : W.W. Norton & Company. Inc.,1963), p.5.

5) Jobn Hospers, Meaning and Truth in the Arts (Chapel Hill: The University of North Carolina Press,
1946), pp.96—97% 2]F% Julius Portnoy, Music in the Life of Man (New York : Holt, Rinehart and Win-
ston, Inc., 1963). p.104

6) Joseph Machlis, op. cit., p.6 :

7) Eduard Hanslick, On the Beautiful in Music (tr. Gustave Cohen; 7th ed. New York:H. W. Gray &
Co., Inc., 1891) p.66.
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o s MY 52 So) @Est B EBA U5 Riust BHZA 1AL F A
w56 9k 9o BmBel S5l MRAL EHT £ QAT [T AT LA de &
Bhos Rso A 45 ovk A RES #e ol Rold 4% gloh O 1 KR 88
o glolA EAEel WiH, TelE ARMRS WHO EEN NAS chixl, FE HEW
REel BAS BAA 08 ARam BEAEH el LT HEE HL g Aol

ded Fee wel NEslel gt Ve BERSos MES-, 24 2o i M
e A Yo AEe A MIRH (RS Urh o el ulz Wiy HH KK
T BT gEegel L AR, 10w EEM AolA, WHE olud el stx ¥
RPRCEERE P *“71—1 Bol WE Wol Hd, 2 W oY L AN A
A3 AME BRE A E 9E St BEFE BlESHE Aol

foke) WA HEE A 4#7}@1 gatel 27k A BET B BHEESD o
o BEAFo A frRd Mol WAt 25 Yol e & Aelx, HEoE o
fefozAe SmME Q%o Slotel BKS) RN BB TS MWL Aol vt
o2 o WEE EE AToD ST FRG BAN HRES BEGL 2 R BE) K
mE SEGedd RS EEel o R4 HE Aelw nd, o8 LE BFL AT M
RE AT AolL, AL A Vohe B AHR EREAA o T dE Aol
Some e Arhe BT HEL MWes T4 9% EEE BES w4 RS B
£% EHA 4T vE 444 AYe R AR BRSOl KEAA BozH T
2 A7

R Ee LA B BEEDY —FR oA AIos 4770 V5 BReEe
= ni o, 454 350 5L FEEKE nE Aolth 00 FREM W B
el oA L el B, 27T BEAAE el st ARSCY BREE BR
o @k AR SEESS) AAadANe fFlis wEE BRAES #HS, BXS 20 WY
Yt AezA Bo BHAAY EERHEE AN #EE A9 L Aok AT olel
ot s BEY Hure ocl A BER A—tk sl o Rl Stz Aol B,
28] A el dolAE A7 Sob WEL A EREM AL AT 2k Ao
. |

OB e WEA 2ol BEEH MGG AT 494 A3 ST O bt RHKY B
He EEar EEMG Aol ohI, HEM A BHEDOY BREHLA  REW
Q @] £7=E Aeloh

8) Rebert William Lundin, An Objective Psychology of Music (New York: The Ronald Press Company,

1953), p.168.
9) Roger Sessions, “Composer and His Message, » The Creative Process, A Symposium by Brewster Ghisel-

in (New American Library Company, 1961), p. 46.
10) =R, SRMHR (I 2EEW|WRAL. 1964), p.178.
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A A Fo] BEH A Aale Aokt o AT oo} o %:T% sl aR#st
A

A gErhd, LubE FREPI S0kE FEEF o] A + gtz 2E Aoldh fElE
oAl T BrkE T2 £ 4 girhe WRHAA FRAE SFEEE BEL S5
RE AL T BRE dx, BT, HETA o F2 AAelst szl Wech

B. E¥AE AR

T Al QolA fRERS fEEL oldlstd T ¢ A, e WA 2ok &£ AAd
43 gebE AE Golok & Rolvh 1 &elel AAE AT Al EBA Sl A
s o)A Hed, $EE 2 (FE BRE 2A vro BE, M2, 293 EED: 34

BHBE WA 7] HBelela ¥ + 3le Ao2d o] EHM=
o] 7 P& wEe] FE Aoln, BT AL ABETREE & ¥ Al ol27] 7R
HEAA T U= o B WU Bl R FHRESEEQ Felix Gatzd] w2,
F LSS R=Fiel vt ¥ ZiﬁB’J Aol A Folx e BEAI Ao FEARAA 5
A E HEEMI A2 bre] AAstm ek O ol#d BBl A BAEHR Paul Hinde-
mith® o) A< MAYl Eat HAYl Ho R Mgsta, afiese 3% Ade] 4AA= &%
Lok, o Vet e £ 2ddA DLf(image)o] o] Fo] Avti v glow, {EHY
2 2% $UE A4l vhnl Fie] FoiA ML K AvA 4w AemA $RlEL R
H13e A g Aolelm na givk = Ffelele o) MEANME KRw ol ok
the F4Est o DS AeldlE B BH#RE LA shed, oA s HitAer F
& ERESE e A dIE AT Aol P

olgA el odelal FHEH WO MRRREEE Hbiol BfFs B A5 MAdk, oo
whel #hge] fge] d¥AA Hed, MBRS L2 ALEN B2l &@ige) AEo|d. J0
whalAld B EE Q7 xE o o] Rl 4 odE b =4 “HRdle N7V A
ol, Azl A AM2E Bl AL FHE Folle Acluh

g wAlel e A W BERoRA ARl FEN FMel HeE Dete Aol
Age leid, ol AL A &e] BMEAA 4AY Ao, vhak 1 WS MM IR A
devh. EEe {EHZK Roger Sessionse| g Welztd, BES A4 992 HX(style) %

ol A A E T, #@EE AATE ovle BR(form)FdlA4 T eh @9 KEMe =

l'“l

1

1) Felix Gatz, Musikdsthetic in threm Hauptrichtungen (Stuttgart, 1929), p.162.

12) Paul Hindemith, 4 Composer’s World-Horizons and Limitations (Cambridge: Harvard Univ., 1962), p..
41f

13) Hans Pfitzner, E/'ber musikalische Inspiration(Berlin, 1940), pp.84~85

14) Id., Die neue Asthetik der musikalischen Impotenz (Berlin, 1919), p.108.

—_60 —



FERAM EWS BEFN ER(FRSE) 5

AT BRE BB 2 el bk 2R L dA YRR st M2 Bl o] ok
et Giséle Bretsto] ¥l glkel H4 flifel gl 2 #1&le RES BRie &a
oIk 90 Rl RE WAl FEWTHLT BRNE Ao2e FEAALGL Ao, 2 o4
AL AALe] el TRE B €297 A% BRHY BRe) =y Wedt Aot

B @2 ohs, vbA Y Al BB B deldE A o AN E o) Bn g F
Bl wbge] AE J1E0lL Fdo R st ekl st BRI Aol ol ulE welst

= Aotk o] A% [—ETL Waele] WA 2 a7t 24 Aelok. 2 S BTse 3
z 33L& °l7ﬁ°¥ o R o] RFHIL WA dske shve VY Bl 2oty
whE&el gelw Zeloh U7 Rl B|Hh, HEEd BR, 2 REEBAY LS o)
AR B3 dosA d Aol

LAk AUERREN A o] Folal {EHE shia e RReltl. o} a4 gdte) 23]
o BHE o4 s, =e B0 5T EEh ARS A vebd BiEY B AR
wech FEAEA g WERY FES fdA4 B3 FHEY KEE dolsd mEH:
FES ATk BRHE &4 B2 Dol AT sbel SAA Wih RES B4
717 e oEle el F [MEMRY WERE B3 FEH 3% R TROEE
= Pﬂlv}- 40 ol EERT FHRS @ RA—LE o] Folok dlm, ATty zA
4L Fiswel ok by, fFdhe] HEsL EROREE A dF0) AR BEAE 9L Ha
HRW Lao] FAXA Hxe Aotk

C. BEREN KM

fEHRS £y BEe FEE oA MR 52 Rl sete] BB 5L 3719 R
ko] ol Felal & o, o] dFs £4 % v Ao R AT oA Bk BlRAY ¥

HMES oldiste Aol T EHEHQ Aok vha HaAlA AL AFsle) i FrlY alI&wy
?ﬁ,',%ﬂ“ EHEANA Zitsl = BALfEMAelele A= & Aelvh.

olal gt BEAA £ AFrbrb 2718 AR L BARY L fEdiBike Ssle fERo s
Aol R ol e AEN TR, 222 dF sk dn Sl 29 ER st M
Pl g sk ol A% Pﬂﬂl BEHIRA B FonAe) HHEL o T: AEM
RS olvl B &l i gl Acleh slvidhd WE/ (Rl g oA ERetE 8l
Ry TR A s bk bA 2 EHS R4 ERE s AN T8 E ohA Ekske el A&
olch. 2eie R FREHe D, A5+ %daﬂ’] RUDE TNA TF718] ALED K] B
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15) Roger Sessions, op. ¢ft., p.50.

16) Giséle Bretet, Esthétigue et Création Musicale (£ 8 - WHMKRTE, STEALOER, W3 : TR Kb,
1969), p.43..

17) Eduard Hanslick, op. cit., p.72.

18) Leonid Kreutzer, Das Klavierspiel als Kunst (7 v 4 v 7 —8F - HERLFESR BHELLTOY7 /7 RE, #H
o OEgER, 1968), p.15.
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oz4 2 BIfERe AW AF BRI AlEE QoW Aoloh olaT Fold odrdlAE

Lo} ZrArel HiARy RIENE AHE Yost o
S e TPV 2] AEH RS FET el A AR AR godd AE 7l golz g
ol AS ¥R BMRIFME Aaron Coplend®] R wiel 24 Vire] Bobd, A fE] B 5.

(1) Hy BiB2] BMS(sensuous plane), (2) FH Ty B Eyf(expressive plane), 18
(3) mARel HES) Bi(sheerly musical plane)7} & o] r}. 09

Sop FAY A% waT HPE A9 B1EMEA AFo BT THoed AFL Hn
AF A7 2EE ZlanEH AFUSL AT 21 E £ AL AT odFsHY BEde
FAgel 2 2] TF FAA o EEE BT, A FA2FE doiwielr] HEte 24

Lors B FASE AN AL 295d A 4 dE M & auHelztm A=
o}, oML EE N 4 HE O JehiEe B Sl Aezd, g Rzel
Zkske] EES olvlshe Aol ek olEl® AFHE T AT 2hed LA QL Fo] o,

= RE AT e HRMY BB oA BEM Wi E &8 A7l w il of wbAldl gle
A 7HA e el Hol AsiAde FHRERS an H4E ¥dld =3de ok AXES
A2 Aol o) aT =% Aelch. of ALdl el FRHLHL KElel T v & XA

EHS E2MEE SoA wE vl o2 BB Bae Efgelrt St =E B B
EFe 2 BEE 43t 3l AYo= S RS Az de AelAd A
#He EE2A T4 FEE FANAe] o4 el E sAAE He Aolet. AT HEe) AW

2R A

v fERe] weld FE& Aeolwl, 2 (ERS BEE TASE Ut Aol Botop & Fo]

oh. ool RS Boly €4 B ATEL oA AfEaysl FFES KBlowA 2 oy

2 Sold] gT3FE glon, 2gA ForA Fuist BT BRI dE Aol
2 Auk oulel glelA Feoto]l A omist ol gde Al st FAE BRESR

ol A AAbs] thBeix| i gl BlolAuk, ZAle] E3| B olwd Fob A AWAY  Fol
ol SHmE4 T BHRE S9tEA BEAA £t de Aol 2E 2 £U FRWE
thubs 73 gleba motek ek, T EE o] RAlH glelA o] ReixE sMgE A4

gk AZr1e) 2AF el EES oo &oF AAY BEM ERIH #ESE ElE &
o) rA¢ THRE Aolth st Agdl WAE AR mgo] dXxe] shiel e
Aol weld ohE miEe] HRE VebdAl Heh o0 o £EE Y BEE 2229 v

19) Aaron Copland, What to Listen for in Music (New York: The McGraw-Hall Book Company, Inc.,
1953), p.13.

20) William Hugh Miller, Everybody’s Guide to Music (New York: Chilton Company. Book Division, 1961),
p.30.

21) Ibid., p.30.

— 62 —



BLAES BRY BEN LRGFRE) 7

A 23 e Re THERO EHS J2E 2L A "o

o) MIRME FEe B EEFEE SEd £K) REY Bl T BER
Tobe B FR 247 FEKS #EL BEsE Ao 2d, AT o AL BEKS Bl
sk BB wheh Aol BAMC BEHE d Aels] ol Fol] EBHUENA AL T Ak
¢ Yl 2 9k BAE S Aol MEY et HE B o4 Fe MY
Higo v Hifli) BHBL EMAY A A FRA B Aolw, 21¥A o nx Fgd ol
& [EEAES fEHel 427 5 Aolvh.

oo} e BRAA FHEEENS HEL HHol At FEFMY U ik Aoy B
KHoh Hho) T HFENE 23S o THAE FEEENY EHIL LWt ol ol
T Aotk @ FHER BEEES NET BREE D AL BHRY 2 B BE
o Bl olstedl AlEEE Holv] W Eol BHEE shte e 233 BRstw, o vebst
BEBEE s 95t 2 B EE/L A EHs AR, 2oz F37ksk A3 At
o] BAR AN BES B 2ow obEE Aok _

HS SuiEA S AL FA(training)d F3to 984 4+ A 23e Bh3 Wi
2T e BRE £TeHE Aol awte AR gubm vy Aeldh 2 [HEEE
¥ Alare Sote] AEL 4 dE FUE £ E Ty 4 Uk BRES AUA god asle
Holth. 120 o]l ¥ AL A vho] Sobg EE ARe =W 2o AW RS EWALs
T EEY = glolok abel, &9 BTl 1 AEERE BAAD 4 glolor Tuh. [HEHE
R Wi EEE MME(response) L o) @ RBUE, 1o FAN WA EAERS X,
aglm a7d o dote 9AMel vl ¥e] 293k 0 webd S B AR GE AE
o elste} gote] EIEE FEsL g Aok

. ER#HF K& 1 A

A. EREE BN

Pllol A HegEe) Him FIERS shic HREM MEzA F89 R XY A
ol BHS BRE FUoER e FEY FEd 2 A= AES Fog A%E wIAVS
Hge AB AT el glo] HREFY MEe MY & fe Aotk dustd ERL
oA WiEst el Wel BRHEEE SHEY WEE Z3A He Aolsl «AEelsh. T
KB THAA A7dAE FEHES REMES s 2de Add, 24 AT TE

22) George Santayana, The Life of Reasom, IV(Reason in Art] (New York : Charles Soribner’s Sons, 1937),
p.5lel A ghs] 1 g So] HREWL R WEWEMNE 3 Ray HAeld.

23) Julius Portnoy, Music in the Life of Man (New York : Holt, Rinehart and Winston, Inc., 1963),p.104.

24) Ibid., p.104.

25) Ibid., p.106.
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of mfold Folslste EAR B4E 7

HA HES TAMTH FHEE #b o2 Lo, oL T AR &8 BED,
wmE, FEE w5 S uEte HF B BEER e BREn BEEAsle
dolzta ¥ + AT Relw, 2 HFol 24t dte Bfie Al =¥ F
ael ZA AN I S b KE, B &F. AN #EeE v
2 o] et

a9 KB BES Bagel AMe AW Jd& 4 . B T RE BER THEKS R
*Roz EEAser Aok, FEEFL FEE Bie AMH REL RESEH 2 BHR
£ AVZ 9 ot thAl waA BEEEL TR KH A olflAe HFoITh
wWeld HEKREY BE AR AW RE #£HE mENRozd FR il 2 BEEYL
RS BRYT + JEE A$AE dold, = 2t fFR] Effd et Axe] WE RU
5o 2EE sed gk o velrtAd AL 7 e A KEelW KEE ERIET, E
i REM EED N4 BE BmE FRY RES FL e MER 4 AR
+ e BH7HA ol Fel she Aol a¥gn A4 olRe] AT W whA Hel AV, o]
29 SHHY BETB A5t o] FeiAlE AL ohvith. oA Ko BB HAAT FR
#HEL o EEd BEY + ' Adw.
o] BB RE B 2ol EAS BRM R¥lclett BB REE SR T Al
W, ERHES FEM EHEHS BESL, = FEL o4 AR Aol EmEs
A AAEE + YES o] Bolst: Uo| B Aolch. o] A [FH ERET BRE o2t HR
o Afpoldn ¥ 4 ol ML BMHE Aol RES Mmety] 7 Effe] et 1P #

o bz B REMd BEd Wkt 9t o3¢ R EEA AdsEe Aeld, A7
o) A3e] FHM REY BHE WEH He Aotk

olel g WA A Ta, o) HFE BEY SEA mel MHHE, BEET. AN #HES
2 ZA el mAlu, FREHEA ol HE Eielt Hfme 87, 11 HEWN
o HETL B FEMe) BEL AT FHOH. AMB REY T AA ek #%
o] AR O3 BEIS ol ®A Fyuid, 1 HEEE gl Aclth TR MBIl AL 23]
o) EH KBRS BkYA el Eoli, MR FHEW MEE 12w Aol kv HF
el WEE WEsr e oS Aclth T FH HlS BEHS WA £%E EA
QdolA L Aol WEe BEHEH BEEL el REL ol ERE Bk A &
o r Aolrh. wababw TEMS 2ok e 4TS % A, LB HFEY & F

I

2

phe R
»

3o

o

ks

26) MG, HH BHHS (4§ HER, 1969, p.18.

27) Theodor W. Adorno, Dissonanzen; Musik in der verwalleten Welt (G5ttingsn : Vandenhoeck &
Ruprecht, 1963), p.150.

28) Ibid. , p.151.
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Bl Zolvt. |®0 weks FEEF AM BRI FHA T44E d=lE Aol
Sl A Halntl 2 FEE Fol AT Jt MR 19 BRelstx BT, $3
ol Hel #Fivte AL AAA U WHE H 2229 FAA Y& LAA S
Aolw, zedt BRAA AR #HFol ol it ¥ 4 vk Zeiv o] AL AWM &
B olwd B ARKRES BET BEOL AR #Fol ohiel AR Mmmd ¥
BRA 7 LAt st Tl 4] AR &KH Rels

B. ¥wEWZ M| Ry K

FREF ER2A L FEM RRel g, Fd st KEH, B Bx =1 £8 ¢ akst, #
e, BEste A 26 84 BAHE BE AR o3 BREHEY BEL 2 o0
Afgro = el T WEEHR o5, dad, R FE, B 2ea FLY PR
Wit REHS B4, 22 EREo) vebie BrkE 29 J¥stx, ¥ 33, a9z
2ok FUsA storste ¥ @ik Aolvh AT FHE BERE BEEToH FR BHOL
ol sk sloixe /RS FEY RKReletn ¥ + Jor, o #Re TR [RE7 &
s, EEHM BES, B A BT #Hpol BigslA dod gdE Aolvh. £E
FEE AL Aol ohid abslw AolAnl, 2 A Fol vt 7] 8ol o o Bho R o
FEPH BWRE 2dte A ohghd, HR HFAAS 2 HEE BEE + v Aol

=Y FR EETozA v ok by A, 2rh 3AR A vlele vhie] AMAA g%
o, 2 BREE S RS 1% + ok 27 FEEFT RS @elv #F.
Er BEEMAL AT Aozt Bobd, FRHEED ABHAA el Aol Heiwzr] 4E
Aotk #HAE =& Ao BEE MEEAY HEN AMK RKES Hstd HEl=ln S
v, FRHFY FHS 4%d Adolzstze ¥ + O

ayche FER KRS GRREY g ARE BEL A9A o Fe Axst? uA
o] Xal ubel AR TEIES FEIQ B BEIA, BEel# wE $3
ol o] vt Flo R ¥ 5 glon, ARE HEde HEE Bkt Aoz & £5 glvh
e o] AL bl wakd, W& FikelAe] TEES #beta 2y o+ & Aelvh H
TESm ARe] =t BRe NEMSZE R, BEH, BE EE i) 280 B
FHE AL BT, AAEMORE 4ES 2EE MY osd desxe MEE #Est
o] Fo1 A& FEerdbeh. IOV

oA, Fggel gslA 2w THEC B A7 AL el vhidl BT Fikge] T
oA A = FECR B Fg ¥ FELBe Lagt Aeld, AJde FE HEMH

29) James L. Mursell, Human Values in Music Education (BHETi%, FREWE AHBR, ¥5: F8ZXit
1967), pp.32-33.

30) Id., Growtk Process in Musical Education (BHGTH, FROBREOL-DHOEN, ¥H : ¥R K, 197D).
p.13.

31) Ibid., p.84.
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ffEe] RFIGEZL A0 2 BIEEE FEAA ek skl $EF0) EHEHE FHel BWmo R |
a7k F Aolzhd, €Y wh&d fMA A EoE AL WHNE RAw XU
131‘4— I Fgge) BMMCE & Aolzhd, S FellA obEehE i L&RE BESA Vel
2 B MHHE BBeHA viedolvh a8l ¥ MEHIE BANA XPUH, oA FRE

= 4%-—&1 Fggtte] 243 wasx Xagr] WEY Reloh o] A FRHEL FLE
sRell Qlol A HEFRES FA At T Axk, KEMQ Bokel Ao FHML U= ALER,
BRI FHEAAL RBREvT Bold e qkxvh. K REL 9ok €A=tE HFRS UM,
Mz e BT FHEE RAT + 9 Agelsw vhws HEHE AV dun
dolop & Aotk o2t olvldl AL FEkelt RE FHEE FEHel MiEelw, TR ME
Jio] fEAE A EA FHM RES D] slE Aotk

SeEE FE HEA JA s EEG AL BEN AL BaAAte] 1 BEE ERY
4 dvhe H¥s, FE EES UL Bkl delde #FES ¥ B, FE ERA
Bokol glolAE BF HEo2AL FHe AE A4 A gon dxvhe Aotk

C. FWZLW=A2| FREN

B3 BEHEL A FEHAS ZA TR rel £obd, st wHel HPW B
o Wigs BRI WMol AT BISD T WE AEHS HFH, % shie A B
Foloh Heel BEL Hol TS HKES Bolx AMie BES AU ERENS KK
& BHo Y WRERES BT o WHE HAMOZE F—U FLY AH $lelA
RirslelAE Aol Anl, A28 2 dEH 2 BHEE BEL S Aok Zddd 764
PGSl MEE ol WREKE HEE TMT A4 Luna sk Aot
WA, ARl AVD E ERM Mk D BB, BE AFE TUde HRA FEKS
Aol @HS 2 obrel X 4 v FEHHS o T BLERE vz BRY
v BEES A 2E seld, 248 T EEN BREE b BREDS HEEE
W E Goh o 7ol EWHM REES W AN KRN, HiES
oloh. o0 Fgg ¥ B WHEDE) o149 TAlEe RRE ERE FRihE F
olobel, BHS KBS EHaE BRlw. 3, FBL el sl Aol weE e
FaEol sekd, BHS 3ol 2k Aol o R Belohd Ry EFE AL AelThe
el RIS EHS KEMC ZE RE—MRl Aol BHEN wlol RIMENET E ¥
SR O

e i

=
2
e

o
r-,~3:

131 53
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€ Aol

Mo e

=
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=
=

32) UNESCO, Music in Education (International Conference on the Rele ard Place of Music in the:
Education of Youth and Adults : 1955). pp. 42-43.
=R, RN, pp.183-184.

33) WEE i, WEAEEs CRE HEESHIRTE, 1965), p.13.

31) eEEN, HHE) HH (A€ R 1969), p.146.
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BREHS BRA 2, SREHL BEEA FRE FiFste WS BT
A BEL 2o Ada, wo RS BRBA sl B BHY ol o 99 G.Révésze) -
R FRES [EE] AHP F%e BR EWeln, FE £ AEL 8 Y44 #E
sho 2A-E oz REATHI St #hoRke: EH Do)tz nd, FEEHIY FTEHe
2 dorle HE HEF BEHN P2 FEE KR ol2e EBH Fh#E KRl
He Aolvh viAl walAd EEHL FR oFEHEE EXIel oA o FReld, FHigE
HES BEC FEERS Eolo FEREE SulEA BEfstL BREBY & v FEE, FHA:
EHEDS HRster] vt A E & Aol

BREHS MEE 2 el BRBEE 9I1X3 - BEBikd e T #Ee BE
o} BB A B o, 2 FAR vzH B HEE Fe] st v Aol HHO BB WY
FEM) RE ek iR B, 23 gl T ABHRCY. ol & “EE v
+73F "B AATE 2 el Sive AL wdelwh oyt v A E& nhgelA v
== BAuEEi(listening)- o}] KBLBfE] RIES 7, A1 RE)SIE fETIel dfoem
A EHEIEE (appreciation)o] o] Foi=] & A qld], B} offrbE A& BRI, B &
FEEE Bt "FHsts BiK"o] BlEKEE T3 dtx, e Bidie gHE V=2
= Aeoluh. I HFEIE BAL 2l Fd dbgdta, fobg 3, =8y 4rlE gdHIe A5
o HEAIel TR S BEel T HiEMel slv Aol v, BBl glol o}k ohErgd
dlele vk golvA ¢ged. BHEFS ol “REEle N7, Ev BEE T e &
H7el W Rl HEEE V2w Aold, AL HREFY XU sle Aelu

F4o) BEpSHE A& #fy(intellectual)o] ] {#AY(emotional)e]tt. 287 «f Fd £H3 X
F(enjoyment) & EFI5}7] 7k of 1 F A olv}. Raymond Elliotte] =g Welxtsd [HFge %
= TAR REN Ko, EEHX an9 BBl »t&(mind)s} KifF(emotion) 2] BRGRE BT
827 Aeolek. J®7eta g 4 gl& Felvk. B A Tolnzdd, WiH s “F70
(enjoy)"& AL FollAH v FEgel Hold] M FEF o I x| HiEd HEE 7

B AozA, 2} ke Bt slol 2 =AY faggel Foivlele MBMNL £

e Aojxlak, “EHIeH(appreciate)” = AL EAHEWA o volrl o gk Helu EE
T Efgste BEM EEZESS B%E AV de Aoldtx A4 adms Hg
#Higol glolAel EHe HHIel BBl X$AAE 2 EH/ & Aoy, Z¥dx #4 4
ol BBl A AA ALHAE dEE Rolvk sbAF ulE EBEHS T BEEE Y9 8

v AREFEAA A Bl o Ax FRERel L, Rffvel =, Ll &y B 9

35) James L. Mursell and Mabelle Glenn, The Psychology of School Music Teaching ({:HE XIS, FRAE
LS, Hc FRZKRL, 1971, p.97.

36) G. Révész, Einfiihrung in die Musikpsychologie (Berlin: A, Francke A.G. Verlag 1946), p.163.

37) Raymond Elliott, Teacking Music(Columbus : Charles E. Merrill Books, Inc., 1960), p.76.
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HapA Badolel & Aolm n, TAE Aold JAY BRAE WEL & Gk Aolch &
KNS B8 AL olet AN 2E M evedE FASE ol L Holed, LA 3
omA SUEL BRY EAL, WM A=E, Telx BRHS AR D BB 8 ME
£ mEsA S Aclth o FREKE WA F(mood)d] MERO A W EHm, F=
Fohel 2 BRE BANE Aol®, BRE 17 (feling)d B HEoz o] $oAE Ho)
9. $eE 27 AA ML, 2eT A W37 dstel B Aol

FEL BEUIE AL nd REolhdA, EHEHE obFd BAS 9LL B HRB
HEL B 23 gk [ZE AME Lo BER, 4L 2@ FRAA 1A e +
Qe BA(cup)e AR Yk WY el Eo] EHE BT wrkwl, 1AL B 27F A
L Aol bz Be @A 3ECoverflow)d Ax Foloh |9 z@rhxl EE WRE Folal
747 o] FAfEel Mstel Marian Brooksst Harry Brownd Helx th4lzHe] FReA o] Feial
dx na, EES B ER, °TE% BEER AN 8% i BEERS 1
b Uv o) Re T EHo HWEHKHS ERYS BREL ol

ng«.

|

k=3
=

V. # ki

X 27k o) B A FE AHst 1 HEMN XR KT dRAUL EFL 2T #E
3 B EB Hel N BEREe] drtd, KBRS KEHBAA FRE T FRBEEL
Biye] gl Hi—tel 9 Aol =l walsh Eisl KBV FHOQ MBS AL HE W
sziyel MRS 01398 A, ST ukebe HEFS RRE MY 7t sle Aol

ke BEHEA dAAE Mol e FE KEHAA sl vA BB o
T Ba, FEL HEMeR RSt os, Ffe AW sl el A Fde A2 BR
o2 wolEol: fEmel vk vk HEEF Ad HAHFEMES ¥ REL BEE
<l ulgk B Y= REHE V12 BN RES Bid AHS BEE Hike do
=, 2 g #BEAA mEel v Hifie] wse] Az me Aolth

oo} Zo] HE HKHF L BMKFY BEAA 2w, 2 #FE B KE3 B 2z
itgel Moz e B 4 gedl, T FAAE $u veld delA sHt ez S =
So] ST gt A AR A AL Bfrelrt. v RECI mEA o] FoAxz 3l
2 24E A3 AA dANY 42 Aol ohirh. EEe e SRS Al
Jol e TRV it sloi e ok mfo] Kigrt Hof, 2 HellA B AL S 2
o] o) RojAm glewl Kt 2 velel gl Bl A b mAo] Kt = Kig

38) Joseph Machlis, op. cit., pp.5—6.

39) Raymond Elliott, op. cif., p.79.
40) B. Marian Brooks and Harry A. Brown, Music Education in the Elementary School (New York : Amer-

ican Book Company, 1946), p.196.

Az Ael
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3 el glelA Y Fob mge] o] RelAm & AFoleh oA 7 el Aeld  £4
o HERAEI MRS dA 3¢ wEE Aosd, o na o9 Yale] sl 4E ya
o Al fob w59 Yol AA B o2 olulAHA W dF L LA Y rld A E
FRHTAAN TFFaAA 1296l AA FEHE FERe S vulel vl wo 2
Aelrt,

THAE FTHL 2% & 2] ek ok 2% HFEY B 34 A wes) am
4 &t TN Bl S B TRt Y-S A ZaaAdu i gre =
A% A el A+ E RETE BH A2FH Q= Ao 44U A k. o] Eul H@H
F BRRE ehel ok delvd, 283 T2 59 Wk AUsA kEST A Bitasr
A @2 Aol d4elm ud, oAl fele 2% 2ok m8o] 4@ Y WA FHESS
Fol AEStE, o Zie AT FL Bl A RS dA Fod Qs BEES)
2

AF7AA Y el o 4L P R4 BEREDY, F& SdAY FERERS oy
Aelell A ERAvel L BiERYl el Ao FR AWHE V1 2A R glon, 2 Astz4
SuhE RRNE 712A R gfe] Adolch. 2 EHE o4 sMAs ddley 34 E=2
el Eohd, bt fobd ;e B ALY S S WA HEY BWEe Ardeld,
= shie REBELS 2ol FEst: S0 vl HFAMIT FLR) HERE 424
Qb Abslel Zol glgoaxd HE BEY HEo) HEELE BEHSA 2 Ad dA st
et

2 vhel BE HHol G de ol MEY M A FE KFY S0 BEE B
%o BHel #Blolete HRY AH Hd T Aeld, 1AL KFLAW=AY FTHY KES
HFREH T S3ho HHY Bl RERRY 1€ 712ds =83, o vl s 8 Al
o BES HEMTo s FRESH AT AMEE BRHE T8 xdo] L walo)
Estel st BE Aolvt. phEo g olelit HF RE/ BEsol RES wt@a A Lo
ago] BiAAY Fof 154 LEE olFHdE A = vt 2o 34E wlz4 gulE
B &3 & & & Aol

—8 # X B

. EES. Biee] &F, A& B, 1969.
TR, #EE Ty, K A16615, 1964,
B, HEH HER, A& A, 1960,
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eck & Ruprecht, 1963.

8. Bretet, Giséle, Esthétique et Création Musicale, WEIE % - WHRTR, FTLIGEoRE, =
= 2Kk, 1969.

9. Brooks, B.M. and Brown, H.A., Music Education in the Elementary School, New York :
American Book Company, 1946.

10. Copland, Aaron, Whkat to Listen jfor in Music, New York : Chilton Company. Book
Division, 1961. :

11. Elliott, Raymond, Teaching Music, Columbus:Charles E. Merrill Books, Inc., 1960.

12. Gatz, Felix, Musikdsthetic in ihren Hau ptrichtungen, Stuttgart, 1929.

.13. Hanslick, Eduard, On the Beautiful in Music, tr. Gustave Cohen; 7th ed., New York:
H.W. Gray & Co, Inc., 1891.

14. Hindemith, Paul, A Composer’s World——Horizons and Limitations, Cambridge:Harvard
University, 1962.

15. Hopers, John, Meaning and Truth in the Art, Chapel Hill : The University of North
Carolina Press, 1946.

16. Kreutzer, Leonid, Das Klavierspiel als Kunst, 2 v 4> 78BF - L8 T#HE, EHLLTD
Y7 HE, ®E: FgeKR, 1968,

17. Lundin, Robert W., An Objective Psychology of Music, New York: The Ronald Press
Company, 1953.

18. Machlis, Joseph, The Enjoyment of Music, New York: W.W. Norton & Company, Inc.,
1963.

19. Miller, William H., Everybody's Guide to Music, New York : Chilton Company. Book
Division, 1961,

20. Mursell, James L., Human Values in Music Education, ERGI TR, F&: ARER, Hi:
BRZRM, 1967,

21, Mursell, James L., Growth Process in Musical Education, ZHE T3, TELHREDO RO
¥E, ¥y B®zKm, 1971

22. Mursell, James L. and Mabelle, Glenn, The Psychology of School Music Teaching, {itH
RELE, FEHEOES, R FHEZRLt, 1971

23. Pfitzner, Hans, Uber musikalische Inspiration, Berlin, 1940.

24. Pfitzner, Hans, Die neue Asthetik der musikalischen Impotenz, Berlin, 1919,

25. Portnoy, Julius, Music ién the Life of Man, New York: Holt, Rinehart and Winston, Inc.,
1963.

26. Read, Herbert, The Meaning of Art, Penguin Pooks in Association with Faber and Faber,
1967.

27. Révész, G., Einfithrung in der Musikpsychologie, Berlin: A. Francke A.G. Verlag,
1946.

28. Santayana. George, The Life of Reason, IV(Reason in Art), New York: Charles Scribn-
er’'s Sons, 1937,

29. Sessions, Roger, “Composer and His Message®”, The Creative Process; A Symposium by
Brewster Ghiselin, New American Library Company, 1961.

30. UNESCO, Music in Education; International Conference on the Role and Place of Music
in the Education of Youth and Adults, 1955.



FRAES BES HEDH EW(FEE) 15

Abstract

EDUCATIONAL BASES OF MUSIC CREATION
AND MUSIC APPRECIATION

Yang-Seok Yoon

This is intend to look for the nature of music by means of musical creation and apprecia-
tion, and to examine practical problems concerning music education on the basis of the

nature of music,

Since understanding and comprehending beauty of music means approaching to human
nature, we have considered our good music experience to be the most proper and profitable
way for our purpose of elevating human nature.

Today’s music education in our country, however, seems to be for led into such an easy
way of thinking, They are probably apt to regard music education as'delibery of their
knowledge or only as music technique training. Seeing that our schools think much of child-
ren’ s being on radio, T.V. and musical contests when they appreciate the results of music
education, we should examine many fundamental problems concerning our country’s music
education and cope with them.

Music appreciation is the driving force as well as the most important element of music
education so as to develope our children’s musicality. With this in our mind, we ought to
be able to grasp some more fundamental elements of music appreciation than listening,

though the appreciation is listeing in a broad sense.

It is one of our most serious probems in music education, which we are currently faced
and must manage to solve, that we cannot cultivate——apart from the problems of listening——
our children’s understanding through their sensitivity and therefore they always result in

result in unsuccessful expression.

In general, we have three important places where we can perform music education for our
school children. These are homes, schools and public societies. Only in schools, however,
we Koreans are now probably performing music education for them; and that we have too
excessive emphasis on its ways and means with no regard to educational purposes and on its
mere training at their emotion’s cost. Accordingly, they are now more rapidly falling into
mere transmitters of their knowledge. But, our teachers should free themselves of such a
wrong attitude.

In conclusion, in order to elevate our music education to art education, we must educate
music for school children not only in schools but also at homes and in public societies, as
in many Western advanced countries,
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