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BuOpato (koHuepT nesuubl I'.B.)

IMonyueHHbie pe3yBTaThl YKa3bBAIOT Ha TO, YTO BMGPATO B aKAIEMHYECKOM BOKAIE HE
ABIAETCA «3ayYCHHBIM» OJJIEMEHTOM; €ro MapaMeTpsl MOJBEPKEHB 3HAYHTENbHBIM
BAPHALMAM W CBA3aHBI, NO-BHAMMOMY, C HHIMBHIYATBHBIMH OCOGCHHOCTAMH MCTIONHUTENA.
(Jl1s CpaBHEHMS OTMETHM, YTO 3BYKH THMA MY3BIKAILHOrO TOHA HCMOJNHSIOTCH Pa3HbIMU
NeBLAMH aKaIEMHYECKOTO HANpaRJIEHHs BECbMa CTaGHIIbHO M Ha OIUHAKOBO# BBICOTE.)

C uensio BHISBJIEHHS BJMSHHSA Ha MapameTphl BUGPATO CaMOro My3LIKANLHONO MaTepHana
HCCIIEOBATHCh BO3MOXKHBIE TPYNNMPOBKH Nap 3HaY€HMH 4acToTa— aMIUIMTY/a, OIHAKO
CTATHCTHYECKH 3HaYMMOTO Pa3fie/ieHHA Ha KJIacTepsl He 0OHapyKeHO.

B pnanbHeiflleM B 3TOM HCCIGNOBAHMM TMpEANoONaraeTcs HCIo/ib30BaTh Gonee
NPEACTABUTENBHYIO BHIGOPKY AaHHBIX, BKTIOAIOIIYI0 MHOTOYMCIEHHBIX MpencTaBHTeNnei
Pa3HBIX HALMOHATBHBIX BOKAIBHBIX LIKOJ M CTHJIEH HCTIONHEHHA.

Jlumepamypa

Xapyto A.B. (2000) KomnbiotepHas pacuiidposka (oHOrpaMM (OJIBKIOPHOIO neuns /
TBOPYECTBO B MCKYCCTBE — HCKyccTBO TBopuectsa / [loa pen. JL JTloppmana, K. MapTuHzeiina,
B. IMerposa, 1. Maxotxku, . Kynuuka. — Mocksa: Hayka; Cmsica, 2000. — C. 325-336.

DOES THE ABILITY OF ABSOLUTE PITCH CARRY OVER TO THE ABILITY
OF ABSOLUTE TEMPO WHILE LISTENING TO MUSIC?

Eleni Lapidaki

Aristotle University of Thessaloniki, Thessaloniki, Greece

The ability to give over time stable tempo judgements to a piece of music in conditions
seemingly devoid of an external tempo reference (a score or the body interaction involved in
music performance or reproduction) has been referred to as "absolute tempo," analogous to
"absolute pitch" (Lapidaki, 2000; Lapidaki & Webster, 1991, Levitin, 1996). "Absolute pitch"

232



is generally considered to reflect the ability to identify the pitch of any tone in the absence of
amusical context or reference tone (Takeuchi & Hulse, 1993; Deutsch & Henthorn, 2004).

Though each of these highly rare musical endowments involves different perceptual inputs
(e.g., musical time and space, respectively), they both appear to reflect forms of "implicit
cognition" that has been the subject of increasing interest and debate in recent psychological
research (Bergeson & Trehub, 2002; Dorfman, Shames, & Kihlstrom, 1996; Underwood &
Bright, 1996).The term implicit cognition has been used to characterize situations in which
mental processes can influence perception outside of phenomenal awareness and voluntary
control. For example, implicit cognition can refer to a subject’s behavior that is shown to be
influenced by stimulus events such as tempo changes that are too subtle to be consciously
perceived (Lapidaki, 1990). With regard to consistency of correct tempo judgements, Epstein
(1995) summarized this position as follows: "Ultimately decisions about rightful tempo rest
upon intuition. Intuition is not absolute, however: it, too, can modify, our perception of music
enriched by concepts structural, affective, historical, neural" (p. 107).

In the Lapidaki (2000a, b) study subjects were asked to listen to compositions of different
styles on four separate occasions and indicate whether the experimenter should set the tempo
"faster" or "slower" until it sounded right to them; they had to adjust an initially wrong tempo
to a personally preferred tempo. Results indicated that the initial tempo significantly
dominated subjects’ ‘correct’ tempo judgements: the slower initial tempo generally evoked
slower tempo selections, and so on. However, a relatively small number of adults, mostly
musicians, were remarkably consistent in their tempo judgements across all four trials. It
appeared that these individuals possess an exceptional ability with respect to acute stability of
large-scale timing in music that was referred to as "absolute tempo." More specifically, this
ability has been noticed with regard to musical examples with which listeners were familiar.
Nevertheless, taken in isolation, this result should be interpreted with caution for a number of
reasons. The major one is that these subjects did not exhibit absolute tempo with respect to all
pieces with which they had the same level of familiarity. Contrary to absolute pitch, one
might suppose with respect to absolute tempo that the same person seems to follow different
cognitive strategies of timing for each individual piece of music which leaves one waondering
whether the stability in viewpoint is to some extent discrete more than continuous.

In this paper, I will review the literature about the interaction of absolute tempo and
absolute pitch and present new data on their synergistic nature from a current research project
investigating absolute and relative pitch cues in the stability of large-scale timing while
listening to music. I also discuss why these abilities are of interest to music researchers and
music educators, in terms of what they reveal about the development of processing, coding,
decision-making, and memory mechanisms of music listeners.
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STYLES AND PREFERENCES OF MUSICAL PERFORMERS

CTHUJIA 1 ITIPEAITOYTEHUSA MY3BIKAHTOB

CYBBEKTHUBHAS CTPATETHS PA3BUTHSA U MEJATOr MUECKUA
CTHJIb MY3bIKAHTA

T. H. I'pexosa

Hucmumym ncuxonozuu PAH, Mockea

Pasputne M oOyueHue Bcerza pacCMaTpHBAIMCh KaK elHHBIH mnpouecc. OcobeHHO
3Ha4YHUMBIM B 3TOM MPOLIECCE CTAHOBUTCA YYeT HHAMBHIYATbHBIX 0COGEHHOCTEN y4aluerocs 1
npenonasarens. B cepe My3bikanpHoro obydeHHs NpHHUMNB XU epeHUHPOBAHHOTO
NoAxoJa ABJAIOTCH HEOOXOAMMBIM YCIOBHEM [UIS Da3BMTHA W CTAHOBJIEHHA TBOPYECKOH
nuyHoctH. Llensro Hawmx wuccnemoBanuii (1999 — 2004) crano BHIABJIEHHE B3aMMOCBA3M
MHIMBUIYalbHBIX OCOOEHHOCTEHl pasBUTHA M MENaroruyeckoro CTHAA My3BIKaHTa.
HccnenoBanus npoBOAWINCE C TIOMOLUBIO aBTOPCKOH MeToanku HaruGuHo#-I pexoBoii
«CyOnbexTuBHbie ctpateruu pa3Butus» (CCP), HampaBneHHOH Ha pacKpbiTHE JIHYHOCTHO-
CMBIC/IOBBIX YCTaHOBOK B pasBuTHH. Meromuka CCP  3amumeHa B KaHIWAATCKOM
aucceprauun I'pexoBort «CyObeKkTHBHas CeMaHTHKa MOHATHA “‘passuTve”» (2001). Meron
CTPYKTYpPMPOBAHHOIO HHTEPBBIO HCIOJB30BAICA C LEbIO MONYyYCHHA NAHHBIX O CTHIAX
y4eHUs M o0ydeHHs My3bike. B MccnenoBaHMAX y4acTBOBQIM  INpPENOAABATENM HETCKHX
My3biKaibHbIX WKon Mockebl NeNe 95, 6, 37, mxaszoBoro koyemka «KoHcopt», Bbicmero
My3blKaJlbHOrO yuwiuiua uM. HnnonuroBa-HBanoBa, MockoBckoro I'ocynmapcrBeHHoro
YHUBEPCHTETa KyJIbTypbl M HCKYCCTB, BOCHHO-AHPH)XEpPCKOro (akyabTeTa MOCKOBCKO#
Focynapctenno#t koHcepBaTopud HM. YalikoBckoro. MHOrMe Mys3bIKaHTHI COBMELUAT
npenoaasaTesIbCKyl0 H HCMOJHHUTCIBCKYIO OCATCIbHOCTh, SABJAIOTCA HOGC}IHTEMMH H

234



	permCover3.TIF
	permCover4.TIF
	permCover5.TIF

