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dufASe Hujd FHE AARCE P Jxe Ameks "o ulst A}
3 olF grig A FAuSBL g dEy BAS o8 mAL ol gt g
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oo

I A &
gotugyste Sowss 294 ALE 3, Sotusel I EAE
4, A4ed, aen AAEd A2 U AAYelL wHA 242 A
AE7) g sHERokolth SohungHIe WEHA, ma-she A, LA}
% 5 gotuss Bad gy AW A PP ANBE Yol
A olg Fow SEEoRln @ 4 o

AA49 2He Tahal

Kl

A9l T3 emotional catharsis)ztil &&= Kok
o g BF5od SodwSAbd vebytt

ezt 1970 293 T4 w83Hs(A Philosophy of Music
Education)2 Sotu54d9 dAeA WA g =FFoolA HuFoz W3l
A7lE ZAAA AZIE AFSATh 29 Ho] FddE o)F AulFo]z
RS- v ol A MAHCcR F 4FAL 7 on, At
olF -yt ot w&HA HH IAHARE AMEEH g

A EFHolF ZHZ AYPE AASE e Auj3 gdufHge 3
o o9 o7 FRE o vl grojitt 53] 90dH) FutRE
2te A2 (David Elliott, Music Matters, 1995)D#} v A3 =L
A AA FAugeAe & A4S Tk

e 19899 2o UjES B A2we £ on, 20033dE
ol YPHFE UF FAT A3WE 3L SdusHE; o 0y
A2wL FLE B gFE @3 ded vE2, AT JE9 gH

H

>,

K

1) dERe AAF(praxialism) HsHE FA3 stz vjgste) A} = A
7oA uvjgte] o /E vlwala ‘Sobd o] S 49 Faugolge
AE Az

2) Ay 23§ (Music Education as Aesthetic Education)& ¢}v| o},
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Aslel tigh vl B g F FEY B
e a9 A A3dAA Aalo e B
proposal)dol2ti stgon o2l BHd 7|23 4uK
A ot & (Experience-based Music Education)& A A3}
E A3 272 grje SoquSETe] HAAAES nFE By, 19
9 Aty Q1 53 APFAH SAusH < A
}.

vl
oft
g
a2
r (o3
o
ety

A'(synergistic
goz ‘AYF

grje SuFe Bgo] Foto] EAd Qs metd HegHoew &
ote] AL tpf e EQ migte] dig olairt SAtugHs AAY 7%
7 Aoe AL xR e e vy A3dE vkl gEFe
(referentialism), &=

23 o) (formalism), 28]31 ¥ &2 (expressionism)2] %
9dg AAET AelA gotuso wEE 25 A5 9 (absolute
expressionism)E A #sHTHA 2wrt A8 Ao T v|ge Fol
HDewey, 1934) A(Langer, 1M2) %o dwrdgdxE Yu=9}
(Leonhard, 1959) mto]o(Meyer, 1956) 52 S43AE9] H3¢S w2 FHol
=3

MEANA =3 upg} o] 1970 ZWo] APH o|F HE oo glo]

3) 'synergy’ e ME o8 Fold 2AE9 AFPAAN LA =(HTY & ol
o)) Aszgolate ouE Al oy YR Had 4 e HAHI
£ g 2A% & oM FFolEgE £oE A
4) BEFe], FAF] FIFY 2L AdiFHFd dig og =oE vwlo)o
(Meyer)¢] AX Emotion and meaning in music(1956)e] ¢]&3} Zo|t}.

- 203 -



ojo

KT H30E, 2006.

TEHALY el Huz Hahe 190Gt SojokM AAF o) o)
FEY BRE A g AAFE 2047 ke T2E mUSA A}
AE FHAFHG £8F o]BolFHa & F om, ok Yoo Fa
B AP W SoMe] Fobd olslabe BUE F2IAT. Prie
2AFAAER] AZE =AAAE ANEA Brh AEHA AHAE Hol

AY
A HAAY, 20008t Eojd aFSH] 2L oldse ¥ e A
TAHH, A sdusEegL A ]ﬂ'?«iq
<I¥ 1>2 g9 Fgte] AL AL <aY 1> 2o] TAE 3 A
ojt}.6)

e
7
cholo \\\
vl £,
gALg > FYFY S4ag
(70-90 ) Guodt)
z3 //’
| Hdey
ol g%
(90 th)

<18 1> 2| #&tel AAE HHE

5) "‘°Qm=‘=’ré§h A3 53] L2EFHYF(post-modernism)ol & =ojo] &
< F9& 7]golxm gt

6) o] =22 dz]xo] gigte] Sam Reeseol 93 A= L.
(http://www-camil. music.uiuc.edw/Classes/440/)
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1) EHEAZF2| o|s

AQEEFodE d&AEFS =434 FH(embodiment of a form of
feelings) &2 o)afj it} o &2EFL F3d HY2E F31 Hste =49 5
Z0]|? vjA|(materials)E F3te] FEE Aoty dH e d&2EL T3 A

A AEH 7o FAS ‘FHA (expressiveness)EE A& 9w
(import)&} 3 3t o™, oleldt w79 AF4L & FAH FAHIE
& FEgn Bogch AdE T vl Aoy (absolutism)®] &=
Sote] HAH LHRAE onjsly, ‘BT Y= FAS T3 AAztd =
Bl AAE on g

2) A= &4

o d&d FPVol AEFAF Lo WAY EIY(ELE import) S A
718t il(perception) ©lo} dis] wHEate HAE FI o)FAXTA HSGITh
Aztah 9hg& AR @dolm, AnA PF(An A wk)o] dojvir] ¥
e Sote] FEA £A4 A

o o3 ojigh Al
A FE) G F Qe
o] A& FHAIT7] W&

7) Fole o|RAE ‘shhe(¢EF) ¥ (an experience)ol 2t 3t}

3) 7t=, &, A 5o FAHLAE on| gt

9) ‘Aol Y folg oiufd S HEy] Y A (ER)E
37 = 3}

s
=
ok
o
>
oo

- 205 -



0io

QWA MI0E, 2006.

3) ol=2l 2|

gols Ao HAA ofuzt gste] #Ae AX A4HE Ao iy
gt ool ofnje ‘v HR|Zte] FA (aesthetic perceptual structuring)d %
st FA(EA) Dvhe & ZRIEI0 F AubEQl Aoy onjE )
dakel FE(FAA AL, diachronic thought)®] BAE AXH o]s) ¥ x| qk
(understood), dl&EEFE& X474 FHL Fal 1 on7t GH(FAA A
i, synchronic thought)oll ZA|(felt)Hth= Aojt} o3 ogwzTo] st
A A5 T (nsight)olgte /Hgez olsgr| & grhib

<E 1>2 YUzt A& o] EAS AojF ouj9 SR v|wald
Ve Folt)

<H 1> HEH Oolsiet disx 2K

A st v 34429 F4(A)
AR 94 | 44 44 A5, Az EEH 44, 954 24
43} Aung AeE Fa4
349 54| AN 787
EEEELREST Ik
AN | Qw24 Aag, FA5
2 AL %, dhA x84 T4, A4
RS EL 8% 34
244 7% | ol daay L AA

10) sjobA¢ 7HdE e
2 494 F 3le Felth

ot



4) o=

g Aoy, dF e B 59 Ad<d d9E ‘FEY F, 9T
=79 9453 gyolgte MEE FHeR A o of3tA
e B2t vhAl(materials) 2He] B AE oW, FARE vfAe] gt
TF9Hexploration) B2l A3 thd I =(discovery)& F3] A4le
1S &7ety, o5 A& St F2 3 ok Z, derte wiHel dg
A5 AR A AA dig g7 4o FAR FYT Ao
=3

AFYY = AL viAE T3 FAE BEA'S

mo n}i
Ir ot & o

—_—

= T
B Az 4E ol UAY 954 179 B ERY B
of w24 AL Foel AFHe] @S FHekn TAUT

Puis ded AR, 53 oo
e 43H Feldelde FEITh 1ol s g AE &4 W)

AY A} AFA] FRYS FTHE B ol deAE GHUE
'Sl s ASHeR B ke PN A& mf& EEE R
Bolhe) ASIE, Sl @ BRI wW BIAE AT Al AL T
73 - A3H G7E Fo] o ol owa} | 2aAQ gus F88 A

2 AU 595 Aot 088 9

ulo A gei ZAAYE FH A
o &3 Rolks LS FEHAt

Hed vehd 4de 2AZ dule gofago] nA @go] Hojok g
2 =Fsac AMEDHY AL guis v Jdse ess ol
o vl A oulaie e d4RE o) YAR =7

7

o AA'E orlse
Aolh, ol inle] Aoz oA AYa, AnH Sotmgeld SobatE
of WA =e AA'E BARAD) T AL BACKTE AL B
o2 s mgBolea B & Atk BE, o] Ao Bl AL ke
el o7k ohjel ESL ALEE vhsh & T2y (disinterested) el
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Aol AH weg ool

Pl cdgol UE wee AT =79 @golm, 7o B&E Fat
Azte] FUH AA e SWE TR A4 EE Fao o2 ¥
£ AE Z2AQT old@ 59T AL Ane 49 Ag ur Rz
ol Sl #E B ohue, ol ol Ut A/LAL Bako 4o B
£ 5% % % QA 8 2o W 2 77 9o,

ﬂ-‘ﬂ‘—R‘

6) &8 - Mo|H I s

e QRtel Fotolut o&m FaFgse WA(EE FF)E AAHY
(perceiving), ¥H&-3¥(reacting), 213§ (creating), 71'd 3Hconceptualizing), ¥
A(analyzing), 37Hevaluating), 7}x3Kvaluing)2] YF EHFZ EF3tn duo
s EXE ol AvA P59 s (improvement)ol] F3Uct.

grs duv 7K $44 P%E& EXYF(ends behaviors), FHHYT
(means behaviors), 22|11 88 % (outcome behavior).2 uUjdstgch =
EPF2 24P HEANE ofvste d), o] BT Sdus AT
o] He HToz2ZA A (Listening)S T3 o]FAAde Mg F=xd
t}.14)

FEYFS A, JNdst, B4, Wb PAE Tt gAY el Hotsl
o Foto g nARHS AT 4Ee ok

TP EFYPFH FAPF A FPeolr. FutgEe S

12) ZE(Kant)& #HF  HE2000)& F3lA4 d&dEY Ade ‘RaIAAY
(disinterestedness), & dAle 244 Ao zRY AZE F= HEE AA
2 3ge AL gy

13) ‘A A'elgt= ol guty oz AAH X4’ e Addte Axz AR
g ujdte Rez WwolEoA)y] wiie Zvrt oulstenl 53 £F/e
AA BYE A §ol2 FAEF Hol gl a3y v gojdEx 1
23 AES #43AAM ‘knowledge' B £0]8 A1E&3ln JYuis A & A
Aol dolE athE A 435

14) 248 gduse 714 F2% E¥2 7% gvje BHEe Fo AnF &9
n& H#e M FF5HA T3] HIYTh

lo >

- 208 -



RstE 1 AN HEALS W Uedt <E 2>
o Awselol % Setvld WES £5E yehat

L A2} v
$ua% 25 A3 24 g7
FugE 1312

e TEAdus388, A3TH2003)0dA zH4le] A2 2SS 84
(synergistic) H2o2 AAsn, 288 H2d 243 dusHdete 3
A sduKolzta et ded vel o] gue 0ddid tiFH
A A FotusEste gt Adg =AY HAAFS FowA FYuse
7ol A2we] MAAIZIGE BEAHoR g2 S 91 Qe A U4
aA =AU

e a9 ARFoH, AYRATH Dol UF Eho] 2047 Fu
58 7hed el TRERHUZ Z)AsE A

AN "apazel 2
oz woth duE 43 StmgULS Fol AnH Sotmgustel
AAY wekel AuEATe, 5 ded 29 A% Fad 5do] ‘=AY

AR Fhel Adrke B EI18A GOoMAD e oA BRPE 7
2l ou QE WEe FHAA FEIAD = WFIPHA FFL A

=kl
glrs 293 A2wM da(art) IHEAR] =S BHE A F

15 geie A3weld ANEAFH BHE HASHUAE v 2 (aesthetic)o| 2
golo) AHg2 IR AAHT Yok ol FUFA S4B FHH
472 wo 425 98 nelz AzEt
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Hote A3BAME £ FAS ‘S (musi o2 FH}HT 29 Ao
EAFY deBo] BE deRoNS, 247 2& AFAH9 d2)d]
H4497) odgE He e Adel e

gois M2e gotusdste) F2 Adse tew 2o

1) BZXH o|&(synergistic aesthetics)

Ho
1o

e
ofy
T

A SorugAsel vehd griel %A ngBe gobm
e AYY & U DY P53 Soto] AFHE FYe
ol Foig ) gole Aolebs AolN ERahl i gy
Mze gotumgdste Fael ArA gotmsPsold v 938
AR AHERFAE FBRE A0 guiz) 2B A2e0)4
WA YA BHR A2 FHo EvFeldn ¥ £ Y =
2E RUUEY HEe S8

4

1 o
U{O O{N
jat

L K
oy g
Lt
N

(%

ol MEL §9u§ HotM o2 FHoz FASE B (music
as form), 5ot AR FAI}e ‘&@(musxc as practice), &9t& AHF
3 7142 B #(music as social agency), &<t& ojulo] t)g i3t

A T (multi-culturalism) $& Z 4 A T%E}Riq.

2) 2ot #

e AMEZE FgdA FYPE 59 Roez v=EE FA'(making
specia) & A3 ZFPo =z 7*—43}9&‘4 5, de9 54 ‘5l FF
Ade Aol Foje ‘5T FE'Y XWLH%C’] Alie} F3hdol whe) o
EAE EFn ‘289 953 ZZ (organized sound)q] 29t tis £
3ol 71 A A= HAX g A& Azegt

16) "%t @& Yo AN it HAZAF Y Qo) olehe folel Ag
FEZ Sk 2YAE BT AREAFAL Ghs ol Wty 2
bo] S3 glom, 7 o) A AEe] AU $3o] ua) ‘PAH £35S s o
£ o] g wolth

RUN ml
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ae gHes o
A B FF A
‘=g AA'E A
SA%e go4d 2
vd 3PS YA

i=}

2

U

oA ojdel Waty B
A48 4 oAk ne 493 &
27} WA BAHeE FAHAY
N Aze dFEe Fsde

Sl

ol

=

1

Mo gy 2
o
PL
(‘E W m rﬂ
@ o> B o2 oo

o]
]

o
o

FA =A& Hola o

d
02
+
2
£

od Azel el oulo] BY AAEAH wojolq A%
2 werdel AxTHo B ) wad, AYFA Sotu
AL B9 oule] A % ohie} Adstel &g o)

% .

o= S48 g 'l o (knowing within), ‘St HA o #
& ¢ (knowing how), &2t thd eH(knowing about). 1811 '&<+3 7}
Ao @3k oF (knowing why)S. 8 FE38a, o] 7be-d 2oE o 29of

3 el #et g okl e 4HHQ Ve B o) FojAnte o
A ogebn gkel AU Golm, Sopol BT gt S A T g
obs ZAgel ue ANA 4TS drhE FoIM gEE 2 F A
EE R

el oz} 7 1

SopEel o ke gohuE srol b BAAo

SHAEhIT) 2lvl7} olvlshe v gelia gl

2
2

B
20k o 3R

3 Austd =g Al

Al o

=1
AARE AL orlgh olgs B W Ans EUAY AsdE ¥73
A Sotms A Sobd ool @ wHol ZUFAN SLs
AME 292 FAHL AFe ¢ F 9

17) e A3 3¢ AAE o] LR Y k3ol ¥FH:L ek
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4) 294X e

2 dF 59 Q"—}Zi e HWe o4 o Jhed ‘o A
e el FHd &tk g S94F FAHe dad gty A%
(musical intelhgence)4 % H(domain)oll A YElE JqFH(role)d AE
(degree)® “gostx, mata RE AlgolA FoHQ o] Qs AHS

Y= 5o4A Aejgo] Aol
2t Sote] AT FositE He
ol #E gl YoM E ‘FohH & F
ofe] uigo] HA A ¢hlix 9EdE & .
5, solA el A did A 97 (sensitivity of auditory
perception)& F3 ©o|FoJA]7] W] ZE So1F o oA ‘FL
A'(good ear)7} HAI AR Q471 Holof & 93l Ao|th18

P

5) d83H sus

ezt A AAstE BETA Sdus e 5o B #g
4%4 v Ontology)# ofell @& &9k 7FA(Axiology), 283 A%
oA HHAM Hie S99 o n|(Epistemology)dl A%t &-ofm & 9
A3} ojm), a3 HxE A Relgn & S+ g

BEFA Sduws P4 ‘B F5F9 %}—% Al Fs= SHontology)
ol AP - ALA - A AEE Tl Azt 49 EEE A'S 7
&} 3l(epistemology), °©1& F3to & B“—loi“ g & $ s A4l
gk Lo o]E B opEhiAle] &% #34A, a1 EHEFHQ Azt
o] ‘S5 &4 (axiology) S ol# A st © Uk

18) vlel oA agle] #¥ =& IE(Gordon, 1984)9] LotstsAla] o237
ARSI Sehl A e eddeldel Mt A8Etn, AFYUE X
2ot BAe] 2 el slold AW ol THo] Hojok dnke &
EE s9stad HF £ 2ol A4 givke 28 4FFH #A
st
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EEOEPERE) EEFEEEE
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7._‘ h=] b LS = RO
AR A e TP Aud dasl A
E].O]'q 1:“-74
Lo = alf
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a o = (1) 5w DY o))
) maa o @ E344 FBAe old
o @ Auadel w7

Pl Tgotma A, ABAA oF FEA WY AFIA YA
2o Asel B & FLATY) BE Bohste] E=aT Utk @5l
2oy ABolEe Zh=usl BFABelEY Ade An Yk Aoz

uelth F=yE sobAt U A¥olBe] g AR Adoz
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AWFAH HI30E, 2006.

(degree) 2 YElUTHIL 3te AT o2& FAsY)

Al $944 As: e, gdoE o] 244 AL g
= (composing), &7 (performing), &% (improvising), ZAH(listening), ©]&
A olsl(understanding music theory), A& °)8(studying musicology), &
Q}JLT(teachmg music)5 9 Aoz APt

ozt 27 olgld A 94 9(musical roles)e] TEo|FIE

ooy 98¢ A5H 5Ya BFUTE HolH 5

qoz Ao gerd wus wa
AREA FHAIE X oz

3 :
FE Fobd Awe BER 2 Aotk

g9 Fotx]5olB L wolAle] B4l sidd £33 2A(7l=4)E 4
¢ ez wWHsHo ERY ‘T (e d¥z xH)E 5 543
o] 71ES FEA) WFoE e 4L A

BEFTAH SAu&HLE T MEA 22 Fr dAFeELe 1
o o]29] AAH HE& - WSHAF wA5-8g A 5o HA -9 FA=Z
AR E I ke HeM F83

gele by Yol wAE 9L Al Lot ol
AN E e
A AF(EE LoHH AW

oo

I
delel 43 e gopH
eobd Yol do] wolPomx
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3t g o] FRAAA Ahe v E vEsz Qo

goie b 9488 A FA7F 9 (musicianship roles) At |
& (listenership roles)® FE33, ‘W] Z7} &<t A3 7)F'(the National
Standards for Music Education) ¢ 359498 ot o uet A+E
atod A|A] &Th

st Mol A FAuEE v S7tEEe w&AAY e
JE SHFHVIFAM FATL dE 4 FB(EE 294F Ao o
& ol FojAH, 24zt T P (HT)S FA4H AsoR AsHAse B
Ho2 AETA SFusERA HHE AUk thA] 2EWE, g
+4A AT SolM o4 T AEL T FobH AT AU oF
qﬂﬁ Tob Aol ALe T3 Sobo] Aol Agddn e =8A

Z5 7HIA He Aot
<E v g 371 £ AHAVES 29 AS(L4A gE)e o)
G ZuA ATHE Holn

<E 4> 8% NS1 8% 4@
+%44 A (&4 9
7k &ty A
L =AEy], A7) (A%
2. 23 H2a7) (FE4FA
3. #3ts}7| (2}
4. A i
1
(FH 71H)
l
Y. 2R A
5. 72348} 7) (24
6. &4 % J1&sl (ol £7h
7. %7}3}7] (H] 37}
8 &ot#d Aujele ¢ oE SR @ s .
A o) 3 3} 7] A&z, dskz, 282
9. A} - F3}3 @etolA ot o)a)a}] ;u:;?i;(}, Z2Zgobsla), ALy
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grie] gotugAste WHE 2 BolA B TS gPy o
o WEUA SHoz 149 £ Ak OB 2 & A ol A4S
ANE ARFA Sotms Pt e thed 2o 54L ez

1) dzusEoM SLYURESR

A3o] 7] olHAA Zue ASe getmgEolds] ud dELG
Eolgte ol o AT AR AeUvel Heey] A Wty wolE
g3 gtk 2o A3BAAE oo WS Sotolge] dAFoA 1
o olge] Uwrgeld & + U FHEL Fas Rt

2) YUEOM CHAESR

qul A geta el mlaty o
Al sk Al AdHQ) 2
SHIEAGNAE AHERFYHY YFE FAFUNE gote] 22
oule] B e mH BHES 433 Aok

3) 7oA ZEez

Hud gotws s $IH BHe mA'e wgRozA o 2
FPAATE U Atk aed F9FY Sotnsute mgdde 2
ol ThFd F4(modes)d HoHH AU AWFozA ny Fye

o3 olmel 7b54e dol T
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4) 2EHHBOM ZAEQHLFS

kel

AP Fotug AotelME Soto digt FAH ojsi(H] BE@F A
el sjgste FE)E ZUUEH o2 A9t & Yozt o)A
—1 S0 thE oi(2e ov)7t #3543 Wk @A glol
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ABSTRACT

An Inquiry into Changes in Philosophizing
Music Education by Reimer: From
Aesthetic Position to Experience—based

Position

Eunshik Choi

The purpose of this article was to examine changes iﬁ Reimer’s
philosophical positions on music education. During the last half century,
Reimer has systematized various philosophical issues related to music
education into a cohesive philosophy. His philosophical position has been
called 'Music Education as Aesthetic Education’ (MEAE).

During the last decade of the last century, his philosophical position
had been challenged by various views. One of the strongest challenges
came from a Canadian music educator, Elliott. Elliot's philosophical
position was called 'praxialism.’

Reimer responded to those challenges in various ways. In the year of
2003, Reimer published the third edition of his former book. In this book,
he synthesized various philological positions. He himself called his more
broad position as ’'synergistic.’

In his synergistic view which Reimer called 'experience-based music
education, he accepted a variety of philosophical positions, including
multiculturalism and post-modernism.
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Even though Reimer seems to accept those challenging positions, he
has never changed his former emphasis on ‘esthetic values’ in music. To
him, first and foremost focus should be on the inner characteristics of
music, other aspects of music such as personal and cultural elements as
being supportive.

In addition, Reimer suggested a new definition of musical intelligence.
He claimed that musical roles and musical intelligences are identical. This
concept of musical intelligences challenges traditional views and need

further systematic examination.

Keywords : Reimer, Philosophy of Music Education, Elliott, Music Education as Aesthetic
Education, Experience-Based Music Education
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