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12 Rhythm: tonality’s poor relation .
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" whilst of value in highlighting certain tonal similarities, is deficient in the role

| “ﬁﬁ :j%-lt assigns to rhythm, Such a deficiency is to be expected when the basis tsed 18
@: ;‘;_:@ur own Western classical tradition, which is tonally extremely sophisticated,

\ R '*ﬂaa;; but rhythmically naive. Stravinsky’s magnificent ‘Rite of spring’, for example,
R N RO S
%\% _. :‘* R:: is often felt to be the height of rhythmic sophistication. Compared to much.
E% 3 “‘*t::“ ::3 “other ‘Western classical music, this might be the case; compared to some 80~
Y F o ﬂalled primitive music, the use of rhythmic devices is unsubtle, The author
%ﬁ\ -'_-;j;é_f‘;}jxj\ g :a“.‘iri.;-:rﬂcaﬂs a brief exchange with a tuba player, at that time plaving with & well-
Ry “x
Eﬁ | ;};\\ Q% known London symphony orchestra, and also with the Mike Gibbs orchestra
%ﬁl | If certain ﬂpamnces result whenever 2 haman being, regardless of race, creed,: %\\ ;'l;l;\ ‘which is an advaaced modern jazz band. After finishing & concert with the jazz
%33 N or colour, encounters particular musical sounds, we might expect MUSIC (IO \T\‘Qx“-‘m qu bﬂﬂd the player replied, in answer to a question, ‘We' 1"*3 dmng the “Rites”
% g very different cultures to have certain things in common. In an interesting: *ﬁ“f:‘\ rtz«far». tﬁmﬂrmw After this lot, it’s like “Polly put the kettle on™.
%\; N account, Revesz {1953) attempts to explore the origing of music, and tries t@--\;ﬁ: -:;;5- - The role assigned to rhythm, as oné of the corner stones :::f music, therefore,
@ - ﬁ zdcﬁtsfy the basic core of muysic by finding common elements within the music: %ﬁiﬁ« Ny needs more emphasts than we tend o give it, To begin with, we need to define
1‘%\ - }Txﬁ of ditferent culiures. He concludes that every form of music, from so-called \\}‘ﬁ \‘i\ < what is meant by ‘rhythm’, in music, Many notable workers in the ﬁﬂd of
Eﬁ Qi primitive nyusic through to the complex polyphony of the West, is characterized:; f‘“““ % musical abilities (e.g. Bentley 1966a, Thackray 1969) have proceeded on the
YR by three common elements. These ate (8) fixed intervals, (b) transposition t}f“%; .\ assumption that a rhythm is, in essence, rather like that which is left if we remove
%%}“j *3211 intervals to different pitches; and (c} the use of such intervals in heterogeneous, N ‘“\: all tonality from a tune, ie, we are left with elements which differ in intensity
%} | H:&;H rhythmically articulated tone combinations. More specifically, the use of tonal: %}i‘“\ &-ﬁ (accent), which have varxablf: time intervals between them, and which themselves
v R , |
%«1 ; N ;z;;l cﬁégrﬁl ?::;;allniit als dtfhlu? a}rte rea{lﬂt}ifl reuc}tgnmatlle,nsuc};as smfmnﬂ&d ;\\\‘Q\‘f““‘ § if {}i varmb}eh durailamn Agali}n we see the notion that rhythm is inextricably
NN N cordmg to Revesz, the octave relationship is foundixenyer- bound up with tonality, and has no independent existence, It is just the stuff
%\3 ;\ everywhere, and some other ‘framework tones” are fairly widespread. Indian: ‘*\&E\ S §; which is Jeft over when we take out the tounal component, Certain of the tests
:@ L music, for example, with its quarter tones, is remarkable more for the similarities: \i‘:‘%\ 'wc“‘i of rhythm which have been produced actually incorporate rhythm into a tonal
%3 x it has with Western tonality than for the differences. The abserver is able o' r\\‘: ::_;..framew{}rk (ie. Thackray, Wing, Bentley). The problem centres around the
ﬁ: : hear tonic and dominant notes and may even notice that the guarter tones:y VY \\‘*?Eff idea that a rhythm is specified by mwns:ty, time intervals, and duration, It is
ﬁ\:\; | themselves sound more in the nature of artistic deviations, mthﬁr than an; %}g\(‘j‘\: \\ the opinion of this writer that the last of these three parameters, duration, is &
W : o *
\ | lncnmprehcnsmlﬂ scale. The fact that tones occurring it ‘our scale’ are also iﬂq*}ﬁ_ N “characteristic of tones, and fr:::tm a psychological point-of view has nothing to
N be found 11 the scales of other cultures is also made by Mersetine (1957), in the } Q\l\ i do with rhythm, Rhythm is seen instead as an order which the listener imposes
%\E - work Harmonle wriverselle, cited by Pikler (1966). Agzin, the manner in which RN

%
many African and South American peoples sing chants in octaves attests to th&%ﬁ

rr

o

Jii - their relative times of onset. It is argued that changing the duration of elements

L upon sequences of events, solely on the basis of their relative intensities, and

-----

inevitability of the octave relationship. After all, when men and women wish %\\ “‘*ggi_'affects the rhythm in no way, provided accent and relative onset times do not
s to sing togetber, and find that their voices have different ranges, the cond:tmm*\m i change. After all, if we play a short tune to someone, and then ask him to clap |
E‘.é: """E::..
o

arc created in which the octave must naturally émerge. | _~__.~.\ 3
It iy not, surely, just @ matter of chance that there are such widely distributed: '\*ts_h

" "l
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cultvres are Likely to concern particular conventions, or differences in thei Y x\\}“
emphasis placed on different aspects; such differences should not lead us tod -:~ '

overlook the fact that there are often similarities in terms of certain very haslc%‘x

-\.-\.--

i -
" _‘.:-.,_.

similarities in terms of certain framework tones. Differences between musical R N m?éi'

mmtcal e.vents, li‘ we return agam ta Re‘vesz 5 d&ﬁmmﬂﬂ ﬂf musmﬂ! fundam&ntats %‘“ N

% the rhythm {when he claps, of course, all the dumtmns become very short, and

i the ssme), provided he mdicates tha,t he has correctly perceived the relative
onset times, and the accents, we say that he has produced the rhythm correctly.
:;‘;;;:_i Rhythm, from the listeners’ point of view, is thus (in part, at least) a system of
55:3? temporal anticipations. It involves the ability to infer that particular events will
take place or commence, at certain speclﬁc pﬂmts in tu:nc Whethcr thf:y actualtv |
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W] . | thvie : ; oyt DN : : Rt les? :

%E - Wh&f&ﬂb*_ﬂ} rhythm&glly MOore cemple:{t musIC, the rhythm is o a greater E?-‘ntf:nt::__;\t\;\ _-ifgg-_:r_.Laughhn entitled “Binky's beam’, in whick improvisation takes place
% . QEF'I‘_ESS&CI mdependently of any tune, perhaps by way of drum§, gongs, whisﬂc’si% . ﬁln a8 completely natural-sounding fashion over a basic metre of nineteen-
N or pipes, {(Indeed, a study by Vidor (see Mursell 19372, p, 151), in which rh}*thmﬁii\i b eight. | | | -

) | carried by tones, and rhythms carried purely by a series of taps, were ¢ N wh ‘ c as *primitive’ '

Y ¥ -, rhythms carried purely by a series of taps, were compare N - When we describe music as ‘primitive’, therefore, we should beware. In tonal
N appeared to show that the ability of subjects to reproduce the one was only S terms, the description is to some extent justifiable, perhaps, but in rhythmic

marginatly related 1o their ability to reproduce the other. In other words, ifi}

I

this is the case, the rhythmic abilities demanded by Western classical music:
might have little to do with those demanded by African mausic or jazz. On the
other hand, the difference might be one of degree, rather than type.) Secondly,
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Wcstﬁm music bhas confined tself largely to the use of metres involving units:
of two, three, or four beats. (The term ‘metre’ 18 used here to describe the basic,
underlying puise of a piece of music, around which the different rhythms are 3
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lerms our own music i§ largely primitive compared with many other cultures.
“‘*: writes of some music from the Vedda tribe of Ceylon, with charming naivety.
;3%:::;:_ The rhythm is very sinple,” he writes, and, almost in the next sentence, ‘the
Wi frequent change in time-outline makes it very difficuit to determine the beat.’ In
fact, without a grasp of the basic metre, or ‘time-outline’, it is impossible to see

i Some authors have not always made this distinction. Revesz, for example,
% the function of the rhythms which occur. Revesz’s statement (p. 221} that the

3;;% fitted,) Even the distinction between two and four time is i 4 sense artiﬁcmi,““;i‘:::% rhythm was very simple should thus be interpreted in the light of the later
W since what can be grouped in fours can also be grouped in twos. Pieces involving : Rt statement that he found it difficult to tell where the beat was. (It i mteresting
ﬁa‘é .5 an nadetlying metre of five, such as Holst's ‘Mars’, from the well-known R+ to sec how transcriptions of primitive music, by Western observers, often involve
%‘3 ‘Planets” suite, are the exception rather than the rule. Until recently, the tyranny 2\ ‘"ﬁ“‘:the forcing of the phrases into Western-style bars of three or four beats, otcas-
%ﬁ t_:}f twos ;nd ;hreﬁs has also dominated jME, Dave Brubeck, the mugh malign:cd% ‘: }%;iamﬂy five; this sometimes does great violence to the piece in question.) By way
%x:: _Eazz p{a-msf, _‘:?JRE one of the first weﬂ-lknown performers to try experiments with NG of contrast, we can look at some early research by C. S. Myers (1904), carried
%ﬁ% new ﬂmﬁfi. . in fact, the WESF.JIT! &Hdiﬁi:lt&ﬂ WEI’? ;S{} 311132‘3-‘? to hﬂﬂl’ attempts al E qut-lﬂrﬂ_ﬂfm- 'I:hmugh careful abservation, M}r'erg {0 & very Iﬂfgﬂ extent avoided
H ﬂvﬂ-f‘{r;nj time fhat_thﬂ. very mt}deratg: tittle tune .T&he five’ became g_tt}p r-:-_cﬂﬁr._;k Kthepltfaﬂswhlch appear to have snared Revesz, He studied the rhythmic
ﬂ So sucecessful was thus, that Brubeck was temptied to explore the unkmwn._:; N playing of a Sarawak Malay, who was beating a large gong-type instrument
N reaches of seven-four (*Unsquare dance’) and nine-four ('Blue rondo & fa Turk’), S\ called the tawak, in the context of a normal group music-raaking session,
E*&% all of which involved an invariant underlying, repetitive riff {or repeated tonal AN ‘Egr- Initial observation led him to believe that the tawak was not besten in any

sequence), whose only virtue was that it fitted the time sequence in guestion, &

SR

E}i . and probably served as an anchor to prevent the musicians getting lost. The;%{
SR carty atiempts to lmprovise over these time sequences were rather moribund, 53
W and, in the case of ‘Blue ronde’, the sequence lapses into an easy four-four
i% | swing for the solos, on acconnt of the difficulties i_nv-:-lved in feeling these
R unaccustomed metres, 5
N There, in a nutshell, is the problem. Fed an unvarying diet of metres involving 43
R twos or threes, the Western listener is unable to feel anything else, There is no 3
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intrinsic reason why five should be impossible to feel, but for most of us this is
the case. Imagine the Chaﬂs that would be cau_sed on the dance floor by a Boston
Five-step, or by Tea-for-Seven-cha-cha-cha-cha~cha-cha-cha. Put one of the

crudest examples of complex time, such as *Take five’, on your record-player
U and ask a friend to tap his feet to the music. More than likely he will say some-
VA thing like, ‘It’s got no rhythm.” Cosupare now the Western preoccupation with

. twos and threes, and the occasional foray into the realms of five and seven,
VA with other forms of music, in which the basic metre might be twenty-four, with
%‘“3 different subdivisions for the rhythm and the tune as in an Indian pigte described
%::% oy Meyer {1936); or an African piece described by the same author, in which j
N thythms of three-cight, two-four, three-sixteen and twelve-eight ccour simul-
.  taneously, with the different patterms commencing from different points of the |
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, H regular Or systematic fashion, but apparently randoaly. To examine this im-

[} .

R pression, he substituted & Morse key for the tawak, and analysed the time inter-

lllll

, ax “vals between strokes. The subjective impression, that the gong was beaten in

_ E“‘:“ no regular fashion, was confirmed; but Myers did not conclude that the appar-

- ently random irregularities stemnmed from the performer’s lack of rhythmic
i semse. Itis clear from the report that initially Mvers was to some extent betogged
. with the Western notion that if a metre is present it will manifest itself in the
i - form of a series of equidistant, and regular, sounds or groups of sounds, This is
not the case, and his final conclusion is very perceptive, more so when one

X cmﬁi@ers that the research was carried out in 1904, He conchuded that the
N\ musicians he heard were capable of remembering, using, and INPIOVIsing upon
.. rhythmie structures in which the main pulses wete separated by different, and
varying time intervals, Myers wrote, “The faculty [i.e. the one described abave]

~ they carry to a degree which lies so far beyond the power of civilized musicians,
. that the latter may reasonably be sceptical as to the possibility of its occurrence
people.’ Indeed, this scepticism still exists today, some
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Tt is the intention later £0 give some 'exampie of complex rhythms, taken from

R R
SR

‘%&ég:g;g;:'EtﬁPﬁ*IECﬂfdiﬂgS of Bantu and pygmy music, in the possession of the author.

_ Unfortunately, the ones given are by no means the most cor
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180 The Psychology of Music

jazz. Before producing the evidence, however, there is one more topic to consider,
namely ‘syncopation’. There seems to be a fairly widespread belief that the
major difference between jazz and classical thythm lies in the heavy-handed use
of syncopation in the former. In fact, there are two sources of error here. Firstly,
syncopation is only one aspect of jazz rhythms, and possibly not the most
mportant; and secondly, the classical view of what syncopation entails tends
to be rather simplified. In addition, many musicians who do not play jazz
regularly have the impression that the notes, in jazz, are made to ‘swing’ by the
simple expedient of alternating long ones with short ones, to give a rhythmic
pattern of a daa-di-daa-di-daa-di-daa or ‘trochee’ type. Far from adding the
magic ingredient of swing, such a stilted rendition has a completely stultifying
effect on the music, and has very little to do with sounding ‘jazzy'. Furthermore,

Jazz music has its origins in the songs of the American Negro, which are in turn
to a great extent influenced by musical, and particularly rhythmic, traditions
coming from Africa. On the whole, syncopation is not a characteristic of African
music, but merely a device given great prominence by the bi g bands of the swing

- era, like Glen Miller, Artic Shaw and Benny Goodman. Meyer (1956,p. 239) is very

perceptive on this point. He writes, “The veryessence of African music is to cross
the rhythms. This does not mean syncopation. On the whole African music is
not based on syncopation,” This same point applies as much to jazz as
it does to the culture in which jazz has its roots. Simple cross-rhythms do
occur in classical music also, usually involving crossing two beats against
three, f
What makes the rhythmic aspects of much primitive music so difficult to
comprehend, when compared with our own Western tradition? The answer lies

10 the deliberate crossing of metres to produce either ambiguity or apparent

confusion. Suppose we take as a basic component the sound of a drum struck
regularly at equal time intervals, and use this as our basic metre. We might
represent this visually in terms of a number of black pegs stuck into the ground

at equal intervals, thus:
B I T T

Fig. 34. Sample ‘metre’

So far so good. We can readily appreciate the simple recurrence of an event at
regular intervals, both in the auditory and in the visual mode., The only shght
hint of uneasiness rmght stem from the fact that we cannot tell how they are
grouped. Are they in pairs, threes, fours or what? To add to the confusion, we
might suppose that the first, third and sixth strokes (ot pegs} are accentuated,

offering us two alternative hypotheses about grouping.
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Y x might represent this sound by white pegs stuck in the ground, in the following

b
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g Fig. 35. Two conflicting metres
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:;5;55;_5: Because of the way they are spaced, the white pegs coincide with every fourth
#§i black peg. This creates an ambiguous state of affairs, in which the beat appears
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R rapid three to the bar created by the accents occurring on the first, fourth and
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cifds to alternate between a ‘two feel’, as indicated by the white pegs, and a2 more
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¥ seventh beats where the pegs coincide. The ambiguity is heightened by the
e perverse accents on the black pegs, which offer us no help at all. This very

L
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R Y

S simple two-across-three rhythm is fairly straightforward, and is often en-

“~ countered in the music of Latin American countries. Our perception of it

Wil seems to alternate between twos and threes.

x The two possible ways of hearing a two-across-three rhythm are given in
H normal notation, in fig. 36. Arrows indicate accents, In a similar way, Deutsch

tafir (1974) has made an analogy between particular auditory phenomena and the

figure-ground illusion, though in a more experimental context. Apart from their
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“‘ rig. 36. Alternative ways of perceiving fig. 35. Do the black pegs or the whzre
R - pegs provide the basic metre?
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value as illustrations, it is not clear how good such analogies are. Exactly this
device is used by Leonard Bernstein in the piece, ‘I wanna be in America’,

from West Side Story. In terms of notation, the two posslble ways of hearing
the theme are given in fig. 37.

Again arrows ate used to indicate accents. However, these accents may be
subjective rather than real. Depending on how we group the notes (i.e. the way

[l
B
B o

R in-which we dispose our subjective accents} we hear the rhythmic groups in one

By oyt

3 fashion or the other. It is almost as though, when presented with an ambiguous

s rhythm, we assign some type of psychological accent to particular notes; to
S KR }
At this point a second sound quns in, again perfectly cquaH}f SPHCEd Wo x“‘}? find out hﬂw the stmmh are gmuped Unfﬂrtun&tely, in thlS case, there are two

.
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XN SN

% “_;;a e m— ” .. can just see, from the coincidence of white pegs and triangular pegs, that this
% -: 1:? AN S S S i S estsper bar ; cycle is about to repeat itself, thereby threatening to make the whole thing into
I e A S s N - - R R Just one bar. Or is it really three bars of four-four? Or four bars of three—fﬁur?
N sy And just which four and which three ate we talking about?

%}3 N aNue The crossing of metres, as illustrated in the above simple example, can be.
%‘; “xﬁh fiﬁm * ™ 3 beats per bas AN carried to extreme lenpths, with each additional instrument implying a different
Eﬁ N - t AN grouping, some of which are barely recognizable. In addition, it is quite possible
%E ) ::‘“‘::x “‘;:*«\ R for a player to play his ms{rpment in a purely &ﬂ‘ith&ti(‘ manner, nung rhythms
By & Fig. 37. A!femarfﬂg perception. Example from West Side Story SNES which accentuate first one metre, then another, so that there is in fact no under-
%@ SRR .. - e Iving regularity in the strokes. (1t is apparent that the distinction conventionally
B vassiodothisandso weare unable o come up with aoy conclusion as tohow 1 | T if the musial lrature betveen shythi and ‘metre’, in which rhyibm
vy N the elements are grouped. SR is seen as a pattern or group superimposed on top of a basic beat or metre,
A xmx Up to now, we have coped f‘airly well, and we understand the nature of the '_'f-**:.-.:-s :: B is difficult to make in rl.zy_t_hn{u,ally adfdnct:d music, ”.?he basi¢ .rnetre}s: _nﬂt ajways
Y SR easy to find, and the superumposed rhythms may in fact serve to introduce a

. g ambiguity. But now another percussion instrument joins in, again with equally Ui
o spaced strokes, but starting, apparently, from a completely different point. The ¥
& strokes are alternately heavy and light, and are represented by circular pegs CESES

S
-

o

o
-

new, crossed metre, In addition, two metres may combine to produce rhythmic
patterns not related to either, The distinction between rhythm and metre which
seems 50 obvious when there are three beats in every bar, and 2 tune that fts
over the top, is probably less useful when music is rhythmically more
sophisticated.) In addition, particular groupings can be accentuated either in
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W -8 conventional way, by playing louder, or by actual omission. To sppreciate

this, it is of course necessary for the listener to realize that an omission has
taken place, if he is not {0 be deceived and fose his bearings, | -

S0 tar, the argument has been llustrated with home-spun examples, and it is
fiiting now to turn to some mstances of camplex i::mssed rh}“thms takﬁn from
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Fig, 38,  Ambiguous metre wi sty
e g guous metre with three instruments
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) g \ below, The circular pegs appear to be stating a pulse of two, like the white
N & pegs, but starting from a different point. On the other hand, they also imply a

MR R further subdivision of the white pegs into triplets, by falling at a point twa thirds

by Miles ﬁavﬁ the mndetn jazz trumpeter, and his band, of 2 tuné called ‘Seven
steps to hemen The tune, transcribed below in four-four time, starts off with a
fairly simple opening phrase of seven notes, presumably as a reflection of the
title, This is followed by a full bar's rest, with 2 final repetition of the last three

notes of the ap_exﬂng phrase. This should be apparent even to those who do not

nnnnnn

N R the distance between each white peg.
PSRRI Tl {
| “_%;{H.E:E;;%;%_ The next instrument to join in plays not equidistant strokes, but in gronps of
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 Fig. 39, Ambiguous metre with four instruments

Fig. 41. Viennese waltz’

-three, as imdicated by triangular pegs. This now is a statement of a fast four,
with the last stroke missing but played at a speed which does not fit with any-

~ thing else in any obvious way. For example, the white pegs accentuats
respectwely ihe hrat beat in the ﬁrst gmup t}f thrae, then the ga_p between

read music. The only thing of interest, with regard to these notes, concerns the
encircled G. Althongh, in strictly temporal terms, this is part of the second beat,

1ts reat fux_f;_cuen is to accentuate the third beat of the bar It is not part C‘f the
..... stcand '"""“’”t----biii thfz third beat Earﬂught farwards b}r ,,,,,,, :;_;\j__'j:_:‘%:-% amount, Ttis -
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. impossible to write down in notation th t way in wh L i Rirythm.: tonality’s poor relation 183
S ; ¢ exacl way in whtch this is pla PSR R . | | J .
Y aspne};?}: Sl intact in itseif, but only very obliguely related to the main metre, and which

oo N werita ¢ e SNEpEY occupies exactly the same ¢ - oibry 1 |
5 correct as one can write it. The situation is analogous to the problem of the g g ’ amount ol fime as tie space between the two phrases,
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S withont venturing into absurd fractions of a beat, but the abhove
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- R N3 - T T , IR Iﬂ. order o come hae 1 . : -
R Vienniese waltz', in which the first beat of each bar is shortened, and the second b < with the ensemble at the correct time, the other instru-
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- 'ﬁiﬂbﬁfi?ﬂfif‘-i- &Etﬂﬂ.d&d by a fl'ﬂﬂtlﬂﬂ. erttﬁn ﬂ'lus, and Phi}’ed In a prﬂ{:{iﬁﬂ fashi on, th e end %.H AR i3 hfi‘v’f: 1o PLESEIVE 1IN mMemaory thﬂ main metre ﬂlfﬂugh_thﬁ dr pmmer's

B " p o . S attempts to destrov it. Characteristi bt bt o i N
P resutt has none of the essential lift of the ‘Viennese waltz', which is ultimatelya | { mst; xfist:cf;;:rfti lftécf };ﬂ; :;tﬂgmaﬁy’ 'n this kind of situation, a sly grin
Y. matter of f; eeling. In o similar fashion, the jazz example above is also a matter S instantly what he is doin -; ;If R oo ey musicians fal to grasp
e of feeling, which cannot be precisely communicated via notation, but relies on S | & ARC TNaXe AN incorrect or ragged entry. In a sense,

5 the performer to understand the effect which is required. S the drummer may be testing the thythmic abilities of his comrades, and may
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uh&x_ __H{}'Wever} the interest in the Miles Davis tune Il{:S,, nat in the tung?. but in & RRRE R well be filled with g!ﬁfﬁ if he can lead them astray. In ﬂt}lﬂf Wﬂ]‘dﬁ, it ig f in.
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L tened R ; 4 o . ot Me Tng! e - _ . _
B - um break inserted into the silent space in the middle, by drummer Tony & "‘;1 < yer dgsdmbes. an axa;ﬂyls:mﬁar' example from Hn}du musc, taken from
%:‘ as follows- %‘*\ - &i 3. ¢ wriies (QHG g from S&I’g&&ﬁt}, ‘It i}ﬂ{‘:ﬁ hﬂppﬂﬂﬁ that 5 Ffm pl&}’&f

Trumpet E“ é‘; 2::1;{ ] drummar will enigage in a friendly cﬂﬁt&st to iee which can Cﬂf_lftiﬁf: the
| t “:;" ;‘:5 et mto Iﬂﬁiﬁg tl‘“&{}k. of the sam (the Strutturﬁl beat): Aﬂd later N “The Ying
| %:ﬁ:ﬁ: L S — - S R player uses &Il sorts of ruses to disguise the sanz . . . The drummer will meanwhile
- ® SES S o s ey M- R S e L & 3| S H seek to confuse his opponent by insisting on his cross riythms as though lthf:}r
Siy were the frue basic metre, playing meties of seven, or five, against the latter's

Snare grum - ' SE§Es four or three and so on.” This kind of rhythmic competition which takes place

.

R l I l g ! e sy in Hindu music is cleart similar : - e ]

: "&u‘ﬁ%}»ﬂ _ _ ! , AME Y et e : 2 Y very simian to what sometimes happeﬂs M JaZZ,

- R }3—‘ J—M ' : sempne though there may well be diff in the : P '

N ey : : oy B e oughn . Y weil be duifetences m the lengths to which this is taken. By
TR | T T f i T T T S contrast, this kind of thing is most unusual in Western classical music; in fairness

N | 12 3 4 1 2 gD 1t must be added that the scope for this type of melodic/chythmic interplay is
R ; e s - sENEEe necessarily greater re the perfor : q thar 1} L

TR g 42, Improvised tirwl break from ‘Seven steps to heaven’ R SR Y greater where the performers {:31‘1 HOPr 0“@1 r &ih:i‘ than havmg_ to
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samgEd adbere strictly to a weitten seore.
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iy R We can describe w N S , Bo S The second examp | . P - _
R R descrive what Williams does, intuitively, in terms of & mathematical b d exampie comes from an anthology of music prepared by Arom
%m% . m . ff:fillﬁfﬂf.‘ THfit-IGH+ The drum bmk, enclosed betweaen the dotted lines in the ahove h e afld _Taﬂf?_“f‘r (I?ﬁﬁ):_tﬂ}lﬂﬁted fr_f’m amongst the Ba-Benzele pygmies. The actual
%ﬁ% HHQ txrﬂnscflf?nﬂﬂ’ ]3__3_5 a duration of cightefzn Sﬁmiquavers, ﬁ(}ﬂi‘f&lﬁﬂt 't o one bar *-‘:;q_ { PIEEE d&plCtﬂd 18 ofe used as a Wlﬁbrﬂﬂﬂﬂ after fﬂtﬂrﬂing from ﬂ'lﬁhliﬂtj and

e i | ' - . | . A ' | | QR f ' { iy ' Y ' ‘. . L "« va o

N N and one quaver at the stated tempo, Williams transforms this time interval inte % [Avoives a rhythmic structure known as Djoboko. Men, women and children

LR,

. three bars of two-four time, making each crotohet of the two-four equal &0 e all participate, indicating that, in this culture, a sophisticated sense of thythm
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N .sgmath{ng very like yodelling. Because of the cross-rhythms used, i is impossible
w:»% to specify & cigﬁnrte time signiture for the piece, though a regular series of
S acceats _(v._*ha‘t_ Mursell refers to as a takt, or regular beat) is detectable, Similarly,

| whilst there is a very strong sense of key, in the sense that the notes are modaly
3 and tonally consistent, the actual key is ambiguons. ~

N The piece starts with a single performer playing a flute whi#:h ﬁrodumﬁnly
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G one note. The flute is played in 4 series of short non-squidistant bursts. and the -
i playersings in between puffs. In this way, the one player produces a basic takt -
G orbeat as well as a polyrhythm, simultaneously. (Interested readers might like
Sy to try maintaining a rhythmic pattern on a child's recorder, and improvising
oy sung passages i the gaps without any change in the pattern played on the recor-
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| the singer interjects a basic metre into thi ' i SRR - : ; - C ..
- note C‘? The ﬁ;_:é; e pattern s shown in the Io ir mc]:}jtaf on the flute, which plays the ;{w ”“ | As the piece continues, more patterns and voices join in: to describe the effect
: W - WeT e, Sy of each new arrival individually would take several pages. A transcription of

."'h"'...."'. ':';‘;‘-";.‘:.'.' LN O Bt s
. ST T e L e . W et . Satu
. St T R

;‘;'\\ -‘“-"'-_‘--"‘“-..-..-.....

SN some of th; parts involved, however, is given below, up to the point where the
Y G solo singer commences; the whole thing up to this point is simply a ‘backing’.
et The transcription should merely be taken as a sample of some of the things
s which are gﬂing o1, |
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G fixed, The effects of the interplay between voice and flute are interesting. At Gl
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-~ coincide with the fast quaver of every bar for the firs¢ player. In other words,
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viewed through Western éyes, the two rhythms do not start from the same point. x
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We might write it as shown in fig. 45(). The effect of this rhythm is to mply a o | - |
slow dﬁupiﬁx metre over the existing one, However, notice where cach of the D’ S In the above transcription, certain parts have been writtert out in four-four
n?tt‘:s i&lis with tespect to the C" of the first player. The first D) is preceded by a o time for clarity. These implied quadruple thythms, however, are based on a beat
V0N Just one quaver bﬂfﬂrﬁ‘ The second D 18 preceded by a C"'! which ocours one : ﬁ which is eqaiVﬂleﬂt to & dotted crotchet in the Sil'{*fﬂuf‘fhytm. Note the f.ﬂ.ppiﬁg
crt::tc:'he_t bt‘;ff_.‘rrﬂ'. Since the two flutes are only one tone apart, the effect is similar }i..  noise, which, in alternate bars, accentnates an on-beat, then an off-beat, Also,
F{} one flute plaving an ascending two-note motif, and perceptually it is almost x  the clicking sound, which is displaced by a semi~quaver in alternaia bara. Finally,
impossible fo see these tones as separate, Note that, although the cycle repeats 0¥ the chant, whilst preserving its temporal form, appears to start from different
itself, it has a peculiar lop-sided feel since the ascending two-note motif is %‘ points in the bar on different occasions, so that the first note is not always the

R __:._.:.:.:_.,._.:.,?-;.i::ﬁ.f:::5:.:__.:.:.:.:.__:::::\_:::::::::::tt:::::::_:,:l-g:gtgzé;;;:@;g:ﬁzg;g:gzézf:-;_-g;:_-gzg-.;.::;:ﬁ:g:gt::tgtgtiz5.5:5;:;5__1;5.@;@;};;3;g;':;f-_;.;:-j: e ;_.5___:_._.;.:5:.5.,_.j.;:g:;.;.;.;.;.;;;_5_:_:_;_;.;_5.;..;.g_:_;;;;_;:;_;xgr:_-;:;;::_::_:-j; ﬁfﬁtbﬁﬁtﬁfﬂbﬂfiﬂtﬁfmiiﬂfthﬁWﬂ}’%h&%ﬂﬁﬂﬁtfﬂﬂﬁtﬁbfhﬁhmm(f‘heway L

O

I PR s
L B
reasmarrm a

P e
o R
e e e e o e
.ﬁ. A

WA
QP

R T e
.
: -
:;F’F .:::f: e
s "
- :::Fﬁr

e
S

................................
............................................................................

- - v - . - - - - - .- .- .
R S RPN ) : I e ST IR, el KEREH
R DU NE DTl e Sl DT LT L L DI D EAPEMC LIS : R - y S : : e p R~
R ——. windslaiiii T nnn e n e et e e e e e e e e e e e e e e e e e e R ‘QRﬁﬁﬁﬁﬁiﬁéﬁiﬁiﬁiﬁiﬁﬂﬂﬂﬂbk-~m~~~~~~~~~~~~~~~~~~~~~~~~~~~-~~-~ N J
OO A Aot e e e e e L e e e e e e e e g oy e oo o o T o o o e e e e e o e e e e e e .

MR A A A O BT B T A AL AN AT A T
‘1.-.-..- LN ‘1. LW W W W W W W W B W T BN NN NN R NN AN RN



188  The Psychology of Music ' S

.:-\.;-:-' "-:'q_:'-_. - '..:'q_:'n.:. N
R

we have construed the rhythms, in terms of Western notation, may well have i

-nothing in common with the way & pygmy construes them.) R
s rhythmic abilities as both separate and inferior, If rhythmic abilities are unre~

| Rﬁyrﬁm : tonality’s poor relation 189
abulitics are best viewed as unrelated, including the different tonal abilities. One

consequence of the unitary theory has been to provide evidence for a view of

R

If one were asked to crystallize the essence of the rhythmic ability which
underlies high level rhythmic performance, one might say that it consists of the =\ . lated to tonal abilities (which together form a group), it is possible to have a
ey to mentally impose different groupings upon temporally spaced events. . | high degree of rhythmic sense, and yet still be inept in those areas which form

. There can be little doubt that the ability of primitive musicians to create alterna- -\ the main component of Western music. (By contrast, the atomistic theory renders

.......

..............................................................................

~ tive groupings is in excess, possibly greatly in excess, of that normally displayed -~} = such a view untenable, since all abilitics are seen as basically independent,
by Western musicians. This leads us to a very interesting point, It is extremely G R

o

I

L

PP R e

-r.l'

difﬁcult, and for the author frequenﬂy impossible, to give a precise transcription
of certain rhythmic pattetns, ot particular cross-rhythms, in terms of standard
musical notation; and yet the whole of Western music relies on this form of

...........

“Can we have individuals seriously defective in tonal apprectation who are still
able to make good musical responses because of a refined perception of thythmic

-groups? He quotes Mursell, in answer to his question, by referring to the

. Whether rhythmic or tonal) Lundin (1967), for example, asks the question.

notation. In other words, the system we use is Inadequate for the portrayal of ¥y hypothetical case of a ‘drummer with a jazz orchestra who is rhythmically
¢0m.plc?x rhythms without becoming uninlelligible. The bar lines operate in 2 3 effective but tonally inept’. The questiaﬁ, and its answer, have the tone of 3;1
tyrannical manner, insisting that the first beat always comes in the same place, - empioyment agency urging potential employers to C{?r;Sider emplbyiﬁg -th'c:
and makmg any event which or OSSE5 & bar Hﬂﬂ mto some sort of ﬂﬂﬂﬁﬁtiﬂn, ¢ | hﬂﬂdlﬂﬁppﬁd, on grounds. that f_h.g}.' can still mﬂkﬂ. a useful, if limited. contyiby-
be r&prt_sented by & clumsy *tie’ line, identical to that used to indicate phrasing, Siidil tion. The unfounded preconceptions implicit in the argumeét ate cle&rj However
The basic units presuppose that any subdivision of a note is going to be made in 50§ the notion that a drumnier miight pursue his occupation because ke does m;

tarms of Pahrea or quarters, sa that even a simple triplet involves writing in the % have the abilities which would enable him to aspire to the tonal aspects of music
number 3, accompanied by the same curved line we also use for ties, and for |} should apply just as much to ‘drummers’ in svim ' ors’
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rhythmic events in & very clumsy and unsatisfactory manner. Although the case S
~cannot be proved, it is not an unreasonable hypothesis that the lack of chythmic i
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W "u
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| ﬂﬁ‘e_cti_ve but rhythmically inept’. When we turn the itlustration around in this
AR A ‘ _ way, the real injustice of this condescending view becomes apparent. The violi-
sophistication which characterizes much of our own music stems from ous et rast i a professional symphony orchestra, who is ‘tonatly effective but rh}?thfni_

"

adherence to written music, and the concomitant use of & system which repres "“
sents notes far betier than it represents rhythms. Several workers have suggested 5% the performance of his job. Similarly, the drummier, to do his job properly, also
algerfmtwﬁ notation systems, e.g. Edwards (1940). This author writes, ‘Onr %  needs both kinds of abilities. It is inconceivable that he cauld-.-pérfﬂrm ir: any
existing system of musical notation seens like the English system of weights and Sp kind of meaningful or artistic manner if the tonal aspects of the music were
measures, to have ""jus't_ growed”. In fact, it seems to have grown into about as " meaningless to him. At this level then our hypothetical ‘.rhythmicﬁaﬂ}f inept’
| ne:e:‘:’t%ess mx_npﬁcmiﬁn as the latter.” (See also the Klavar-System, a new type of &) . violinist, and our ‘tonally inept’ drummer, are Im}fthiﬁal creatures. True there
musie notation.) | | o S are probably a great many bad amateur jazz bands with tonally inept draminers,
There are possibly other reasons why rhythmic abilities tend to be viewed  §¥5  There are also a great many bad amateur s}}fmphtin}r orchestras with.fanﬁily
rather differently from tonal abilities. As mentioned earlier, in chapter 7, studies S inept violinists, The conclusion must be that, in all areas of -musiaal'pérf‘émsnee
of musical abilities tend to reveal that a separate factor exists for rhythmic, as o} a serious deficit in any one musical capacity makes the achievement of & h.igi;

------- overall standard of performance all but impossible.

-------

_disﬁnct from tonal, abilities, {.e, rhythmic ahilities do not appear 1o be closely  &f
refated to abilitics mvolving the tonal aspects of music. This finding perhaps | ' '
serves to accentuate the isolation of th |
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tuated. Mursell { ster 4 mive %:\\%»*\% | Risytha: tonality's poor relation 191
QL;":_: lh. urlf‘f _I ‘;;93?%‘3}?313@ 4) El"’ﬂﬁﬂgﬂﬂd coverage ﬂft.hf{ best known thﬁﬂriﬂﬁ:.:f%\ﬁ{‘- % oversimplified view which often inheres in the very notion of instinet itself
iﬁnsﬂyt tm *fﬁ_id};, h;:} gives an accousnt of tho§e thcarm? which see rhythm as an;f%\"\%; s The postulation of an instinet for rhythm, of Which Seashore is a major Prgpg.‘.
;@ nc:; it'&f:{;l; Y, he descrﬂ:;eslthﬂse theﬂneﬁ that view rhythm as a naturalﬁ-_%ﬁ; ‘E nent, is perhaps a carry-over from the golden era of instinct which came at the
oL various regularly recurring bodily processes. Basicall N st e - R e he 4k 1
It oth 1 vecnd postt 1e exisience of an innate rhythmic response. [\ gt panacea for the ‘explanation’ of types of behaviour which were widespread
oo er words, pﬁﬂp%e r?spﬂﬂd to .rh}f{.hms because such & response is inherent Ny but for which no obvious learning process was apparent. A survey of 500 books
in their nature. TE"he instnct notion, used as an explanation, is unsatisfactory, WY was performed by Bernard (1924) from which he abstracted 2 fist of ta few
because instinet is & non-explanatory concept. It does, how . O e a e RS T S el 3L 0Lt sewer
adequate Tibel for wartionlas binde of i pt. It does, however, serve as an kv than 5,648 instinets which had been postulated by different writers. Among these
fortunately. the vipoowar Kinds of innate (i.c. unlearned) behaviour. Un- \ |\ - were the instinct to sit in a chair (an amazing piece of Tuck, sinice we prosumably
Aortunately, the evidence from studies of rhythm seetas to indicate that the \\ R\ inherited this trait from our distant ancestors Who didn't kave any chairs to sit

castence of an imnate ‘rhythm instinct’ is unlikely. Studies of the rhythmic -'-'5-%\,1% . om), and the instinct not to pick apples from your own orchard (from an evolu
: N _abﬂ.ztm-s ?f ch31drf::r:t appear to show that they are rather poor at'_ simple tasks \\ S tionary point of view, this wouid seent o be & strangely niﬁiadaptivé behavionr
N such as ‘keeping time’. Mursell points out that many adult observers would N0\ pattern). The problem in using the word “instinct” in this kind of way is that we
N prohably disagree with this assertion, arguing instead that children make many, N tend to think we have explained something when we hﬂﬁ’vﬂ' done fia _j;u h thing
“H““a | and varied rh}-_thu}fc responses to music. Mursell insists, hawwsr, that such \‘“ "~ Instﬂa'd, we have coined a p&fticular word tn' deseribe an observed ﬁ:zﬁernl if
B mbxgrvgrs Axe C?EE&I‘-“EEI by what they‘ see, and are too easily seduced into inter- Q‘"‘x L behaviour; at a later point in time we wse this arbitrary label ag'tﬁ{}-ﬁgh it
i Ex“;ﬁ | irit;ng tzfnacff;-’;ﬂ Thﬂ}: see #3 *k?;lpmg t{mﬂ’, whf:p in fact nﬂthiﬂg of the kind K “ explained the bebaviour. In other words, we say that a psgrtjc.uiﬁr_béh-&?i{}uf 18
| \E“% P?ﬁ BE. 446 1OV ﬁmenfcs » n:h t’:}lﬂdl‘ﬂﬂ appear to make Spﬂntﬂ-ﬁﬂﬁ-ﬂﬂ'}f CNERRERT caused by the presence within the organista of ‘an instinet’, and we infer the
| %Q‘j‘&ﬁ%ﬁ ;i'ﬁt response to pﬂ;‘tmulgr. t:;pcs of music 41¢e, Pacef.}rdmg to Mursell, much more SNUNEEY presence of the nstinet from the behaviour, The course of the areument is thus
) Ex“‘% | 1_ _cil:’ iﬂ_ bﬂ_ 2 rﬁﬂult Of: thE: g&ne;al_ly 51‘-111111'1_&““-5 eﬁ"&;ct of tone; this in no way ﬂ\ " "'_5:;{_;--{:i3:ﬂularf and lacks an external referent, and therefore is un_hﬁz.pﬁﬁ,_ Further. it
S g tmplies & true rhythmic response of any kind. The most often quoted study in NN\ is probably incorrect to conceive of the actions of genes ms taking place in a
“‘”‘ﬁ“« t?ns araa is 'afae carirmd m:f by Heinlein (1929 in which children ‘marched in *«\::\ \“ vactium, The precise way in @‘hiéh they are expresged depéﬁds b{:thpun inter
N ﬁme 1o music, W]lﬂﬂ their responses were monitored by electrical contacts NN actions between genes, and between genes and the environment. To sav fhat a
N crf{}bfzdded in the walkway :}n_-}uhxch they marched, The results showed that, out R N partictifar individual’s thythmic behaviour is the result of an instinet is therefore
b s oy one displayed any proper synchronization betwieen his | | oversimplified, as s the attribution of diffeences in rhythmic ablites between
\% nstinet theory. Since it : , ﬂhmﬂ_! DWEYer, aoes not 1_‘{’_?33_1}* ﬁlspﬂﬂﬂ_ﬂf tﬁﬂ e individuals fﬂ_ ditferent degrees of instinet. Similar caution must be observed
N N i h:;'fd it rests on t & assum;;mn. th_at,‘ if g piE—CE*_{}f @ehgv:a-m‘1s R when speaking of racial differences. A currently widespread belief, stemming
““}“i\\\ istinetive, children wili automatically mamfest it. This assumption is simplistic, S8 no doubt from the observation that African music is rhythmically very complex
N “Z.Ef\;. Since lt,f&\"ﬂl"lﬂﬂkf‘i the fact that many behaviours which have been regarded as 38 is that Negroes have 4 ‘natural’ (i.c. instinctive) sense of rhythm su asadi'i-
ms-t:.nctwe (i animal studies) do not emerge until the organism has reached a N lacking in whites. The findings on this issue are not satisfactory, since, i:n 'gi m&in}
particular developmental stage. Perhaps the kindergarten-aged children in this - NN the only Negro groups who can, with any semblance of f‘ain;ess h:g' tested witii
study I}ad. not yet reached the necessary stage? In an unpublished, but detailed, R standardized test batteries, are those domiciled in the USA, so th;t most findings
study -of a sample of »{:hildm ranging m age from five years to eight years, N0 come from this group rather than from an African grcsup’ and we have no -waw
I:E}r:nfrt:; (I?ﬁ?} ?ﬂﬂﬂf‘i INCTERSES in‘ the accuracy with which a ‘marching’ task .\ X % of knowing how far the US Negro is like hiz African counterpart. Muréefl
L;:hp;nﬂ;??i EI;SIZeéimri’:;ﬁ‘:r:‘}u‘zf;ﬂﬂ;iﬁf‘ii;i;ﬂﬂ;j:h_nn t.he table wi::h . gives a summary of findings on this issue, and the results are contradictory.
b _ e ; _ . SHE age; not surpris- - Sometimes whites do better than Negroes, and sometimes the Negroes are
ngly, & dﬂvﬂfapm.enta% effect of some kind appears to be present. She also noted i better than the whites; on other occasions there are no reliable differences be-
that the testing situation appeared to be rather overwhelming for some of the S fween the groups. Mursell also outlines the problems inherent in ﬁsiﬁg culturally
younger subjects, and suggested that this may have prevented them from :f % biased tests to exammine supposed differences betwesn ethuie sroups, and the
performing as well as they might have done. In evaluating Heinlein’s finding, objections here are well known, There my be diﬂ‘efences be.tw;n rac.i;;l groups
therefore, we should note both that there is a developmental aspect to rhythmic in their capacities for rhythmic response, or there may not. It should be c-lcaf,

i:i: ?;s;i ?nci _that young children do not always do themselves Justice in experi- however, that, even if there are, we cannot naively aseribe differences in thythmic
al situations, ' ' 3
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A second theory of rhythm is based on the periodicity of bodily processes, g
such as heart-rate, or respiration. Thus music which proceeds at a speed below N
the limits of the normal pulse sounds sluggish, whilst music above this Lmit L g

- sounds hurried. Music which approximately coincides with heart rate is supposed G
to sound fjust right’, and one latter-day folk myth has it that the popularity of iEE
pop music 1s due to such coincidence between heart-beat and tempo, which is E\” sa‘«
supposed. to give the music some irresistible, compulsive quality. Whilst the ::“”% S

with the practice of putting a clock in the basket of a new puppy to reduce its
erying at night, | | o
Recently a fascinating hypothesis has been advanced by Barbara Ayres (1973)
namely, that cross-cultural variations in the use of rhythm in music might be
related to variations in the manner in which parents carry their children. The
notion is that rhythm serves a major psychological function in promoting
feelings of security and satisfaction, and in reducing anxiety and tension, through

7 i

S
e e

N | ;ﬁerwards was ane in which the baby was moved to and fro as if in a pram, i . in several of its aspects. In the first instance, the classification of rhythms into
E mﬁﬁiﬁﬁfﬁfm Qttt;;r _I;e;hﬂdsdd:scgl?gd {nw:folved such repeti_ti_jrg type of sti-mu_latiﬂn, | ;ﬁ ‘regular’ and ‘irregular’ involves some rather naive assumptions about thythm
% oLtk i g the bal y.ag : Crac I;ng 1t m- tl}e-arms Wﬁ‘-“__ s;n-fllar i sor_ne:res;:gcts, %& ; (as we have secen p:evi-ouslg.; whether a rhyth'm sonnds regul_ar or not depeﬂds R
N hough it was not repetitive (or, as the aathors describe it, . . . . during inter- 0\ very much on who is listening to it). Secondly, there are some important exces-
ventton 5 the infant was given continuous linear acceleration over the thirty- 13 tions to the results, and the explanations of these amount to little more thiz |
N\ second period and during intervention 2 only momentary linear acceleration guesswork. For example, it is suggested that African polyrhythms come aboit \
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evidence on these more general claims is largely to be taken with a pinch of ”fi«fi??i\%“-\ ?
S b

R

salt, the ‘bodily processes’ theory cannot be entirely discounted, since interesting
results have been obtained in studies with children. By and large, these do not
sha_w thythmical responses in children, but they do appear to show that children
respond to particular kinds of rhythmic stimuli (the distinction is important).
In particular, certain kinds of periodic events, such as rocking or swinging,

appear 10 have 2 calming effect on babies. Mothers have probably known this

methods they used, the one which led to the shortest continuation of crying

‘was ?rimiidefl’_); Thus, if your baby cries too much, you might try giving it some
~contnuous linear acceleration or pushing it to and fro fora while. (Although the

notion of a linearly accelerated baby might appear rather hilarious, it should be To meet the psychological requirements for polyrhythmic perception, it seems ?

‘stated, in fairness to the authors, that it is often difficult to find ways of expressing

such things succinctly yet with precision. Even so, the appropriation of this
terminology from physics is not entirely apt since the baby was not continuously
accelerated, as the authors: suggest, but repeatedly sccelerated. On. second
t!:m’ughts,. therefore, mothers are strongly advised not to apply -continnous
linear acceleration as baby will thereby attain a theoretically infinite terminal

‘velocity.) These_m]ithﬂrs-.réfer to other studies of an equally interesting nature:
 for example, there is evidence to suggest that rocking at a rate of sixty to seventy
- oscillations per minute might be the most effective rate in stopping crying in very

young babies. According to Ayres (1973} this is the speed at which women are
likely to walk during the later stages of pregnancy. Also, up-and-down motion
may be more effective than side-to-side. One more general conclusion, however,
s of special interest here. The authors write (p. 450), ‘It seems likely that the

~ most effective soothers involve rhythms and types of motions experienced in

ut&rﬂﬁ ‘It-.is possible, for example, that the reg'ular sound of the mother's heart.
beat might have a soothing effect (or alternatively, that its removal produces a

' change in stimulation which is disturbing). Owners of dogs may be familiar

e

e

A s
i :j"x"ﬂf’ i

e

"ﬁﬁf*ﬂf""ﬁ ﬁfﬁﬁ“#ﬁ'nf’f{‘ﬂ e e e : 5

‘ mﬂmmm oo .: - . SR,

association with early experiences when similar rhythmic events occurred.
Consequently, it is argued that children coming from cultures where they are
customarily carried by the mother will associate feelings of security with the
regular rhythms of the mother walking, grinding or performing other regulat
tasks. Such cultures should thus demonstrate regular rhythms in their music.
On the other hand, it is argued, cultures it which the infants are not catried
but are kept in cradles, hammocks or on cradleboards, will not be characterized

: for a long time, but it is nice to have it on a scientific footing. An i . in thei ic. Thi |

: 3 - « Al N - HERRAY b T -
\ study by Korner and Thoman (1972) compared the eff fE : tewﬁ_tl_ng S by regulm rhythmh hms in the:r nmusic. Tlixxs. hypothesis is supported when data on
W - techriques in : o pared the efficacy of various s::_mthmg Vi carrying practices from a number of different cultures are related to a preference
N\ eChnIques 1 causing crying four-day-old children to be quiet. Of the different st for regular or irregular rhythm in the music of those cultures. Unfortunately,

whilst the hypothesis is a most attractive one, the paper is rather speculative

in tribes where the infant is carried about by different womien at different times.
In fact, this would, at most, subject the infant to rhythms of different speeds,

more likely that the infant would have to be carried about by several wormien

at the same time. Other exceptions to the rule are explained in similar specola~

tive terms. Lastly, there is reason for supposing that rhythms which sound
irregular, or even 'free’, to Western ears, represent a more highly developed
rhythm sense than the simple repetitive or regular rhythms of the West. In the
Ayres paper, it is implied that a good rhythmic sense is a product of a ‘carrying’
environment, where the infant has more rhythmic stimulation: but it is also,
at two points, implied that a good sense of rhythm means good sense of regular
rhythm, i.e. ‘individuals who have been carried extensively in infagcy and early

childhood have a better sense of rhythm [author’s italics) and stronger preference

for regular thytbm . . °, and also, “Since the Yaghan wear little clothing their
low ritythm score [author’s italics] cannot be explained by the absence of body

c?n__t-act. . In oth'ﬁrrwgrds, there are two hypotheses operating, which are
slightly confused. If the hypothesis is that regular rhythms are preferred in |

cultures where infants are carried, Ayres's data support such a conclusion.

However, if, as implied later, it is the belief that carrying leads not merely to
@ o proferonce for regular chythm, but (o the development of & ‘beter sense of
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children, Zenatts concludes that one manifestation of their musical acculturation

one of rhythmic syncopation.) However, this task was successfully performed
by seven-year-olds (71 per cent successful), suggesting a developmental difference.
By contrast, melody differentiation was performed much better by both these

age groups {72 per cent andg 83 pet cent reSpectively}, $Q that msults Gﬂﬂﬂﬁt he

e A

suggest the mpertancc of later perr:fptual deve!opment and also of 3 more
cngmtwe 'f‘fpﬁ nf ]aa.rmng thmugh expﬂsurﬁ to musm occurrmg within thf:

oy

R
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'persc}ns, particularly Epﬂﬂptmﬁ hﬂ"‘ﬂ bccn fi}und to be mc!re%%susfm.’tptlx}ﬁe m'"

gem:rai cultural factors upon rhythmlc deveicpment. N “‘\“
. b . _ i . e R

Recent research into the infiuence of “‘musical acculturation' upon rhythmic .;:1 N
Y N

development has been performed by Zenatti (1976). In experiments with French w

18 a marked preference for regular (bien margué) thythms, presumably of the i i
fype normally heard in Western music. Zenatti stresses the developmental g0

E . . e SRR
i aapects, eﬂpeemlly the develupment of perceptual abilitics, and also specifically “g S
& 1 ng (fxx ' ' : B ey
N ey, AR
SR
| _ *~‘=- S
> b
R . R, T
Vi | smuyc&r-—old chﬂdwn drﬁﬁrentmted bﬁtwaen twa tﬂnally ldﬁntmai sequences. f
| one uf which was presented with a simple rhythm (cellules isorythmique) and one h_;,:: x
¥ with a syncopated {(syncopé) rhythm (celbdes rhythmiguement hétérogénes). RS
f , (Unfortunately, in the written example of this stimulus material, the second 3%
Vi version is not merely syncopated; the elements used add up to five beats, R
%"‘5::.% ' SRR
A whereas the first version is in 4:4 time. Since the metre is thus different in the ¥
T two renditions, it is not certain that the difference can be simply described as 3
5 N
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photic driving than others. In one form of epilepsy, attacks are. accompanied
by a characteristic brain-wave pattern known as the *spike-and-wave', which
commences at the start of the aftack, and finishes when the attack terminates.
The attacks are characterized by varying degrees of mattentiveness, and in some
cases by jerks of the limbs, There is by no means always loss of consciousness
during these atiacks (this form of epilepsy is sometimes known as petit-mal, as
opposed to the more striking grand-mal), and, in sorme cases, aubjﬂciﬂ are not

thmgs the phenamenﬂn {}f synchmny between Bram WaYes and external reguo-
larly occuring events, and a full review of these is not necessary here.

Given findings like those above, it is very tempting to draw ‘speculative analo-
gies with certain aspects of pop rusic, For example, at a superficial level, the
things which take place in photic drive experiments seem very sumilac to the
things which go on in a discotheque, where very loud repetitive sounds oceur
m conjunction with stroboscopic (i.e. flashing) lighting. Furthcrmm..,, it appears

that many of the dancers are apparently oblivious of anything going on around

them (inattentiveness), their movements might loosely be construed as of an

epiieptic type (Jerky), they do not totally lose consciousness, they are apparently

still able to discriminate sounds, and they are able to continue making automatic

rh}'th:ma reaponses through:}ut the duraﬁﬂn ﬂf the attack’ In truth the ﬂashmg

as an explanatmn for the behaviour of groups of teenagers. The precise -:::rntml |
| and momtunng nw:asary to prﬂduce phﬂtlc drwe are nut avatlable in the dtsm
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N place. This is a fong way from the noti SRR AN presented subjects with sequences of tones which were . N
AT, b ey lrom i on that respiration, or heart-rate, are .. \%ﬂ and intensity. The te ot G1c constant 1 both pitch
R CTUCIR Iﬂtﬁmﬂl V&I‘I&blﬂﬂ Wlth Iegpect t 0 th 2 fh}' x. Q‘:\\E fﬂ 4000 dﬂn}r . h m}}ﬂf&l mngﬁMﬂnt ‘Of tGHES Was m&m}jtﬂ&tad! 'hﬂ'“"ﬁvﬂr
" | . I R Q1 Ce WilH 10 Ty, - ' . :

fesling for rhythm is due to a basic f Ce With particular statistical rules. In general terms, Vos found that
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S different from MacDougall's claim the thmie response, but not alf that G

S Phan Aongail's claun that - F
oo  rate of nervons discharge (MacDougall - SaNNay  fwetrical {or periodically structured) sequences gave ri subiecti
N whole of the thethoe g _(__ gall 1902). We are n;ﬂi here attributing the :ﬁ» | perception of ‘measure’ and of ‘accent’ ;{ gave rise to the subjective

. ¢ . ::.é‘::..\". e
S " : _ _ gﬁ but S1 1 ) "'u”'}' : - . |
o saying that the structure of the nervous s ’ Py mﬁ perceptuaily formed into units or measures, probably as a consequence of the
there also arose a perceived difference
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| ystem, and the speed at which it SN G - i -
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S operates are likely to have some bearing upon the perception of periodic events, It laws of proximity and similarity;

o
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% M“ and whether such events seem fast or slow. Furthermore, the fact that particular e by the *ﬁhmgl;m strength of the different elements (accents) where none existed
%‘g .' M:%E‘a :‘Egatmw?_ stimuli can ind?ﬁa a synchronous pattern of brain waves means that “* . ::; fﬂh;' f;;f} tex m;s. E‘ﬂ put this another way, people heard accents where there
) m he possibility of a relationship between regular musical events (metre) and SN 5o whick o actuaiity. chﬂrdmg to Vos, the phenomenon of rhythmic percep-
A simuiar patterns of nervous discharge cannot be entirely dismissed. Finally, R tion which be describes is not confined to music alone, but is alfied to the

it is ] . - T I e gn TR | . . R Pefce}?ﬁi}ﬂ of s _ hrh | .

Wﬂvefhi:riiz:f;zz T;ﬂ;;zs;zgzidl f’e;;r};t studies, particular rates of brain \\\Hﬁ So far ag Hli::z is ﬁiﬁ:ﬁ we need to take care about ke ine

states, suggesting that particular hrain-;w;r& p::iﬁ:ﬁ procnta and mood Sty ‘rhythmic groups' and ‘accents’, since they are not ;ci be%thiighiif?# ld;: f-mﬂ

experiential correlates (e.g. Brown 1970 Fermfl?ﬁ? W;:f; i;;;;;?téar.typﬁs o properties of music. Vos clearly demonstrates that they are f}fﬁﬁerﬁfs (};g :5 ;ﬁ
However, the rhythmic response goes far beyond simple rep t‘tl;ﬂm.mg)' as well as of musical sounds. If this is true, then logically we go even ?uﬁi:;

iSuch events have been defined earlier as ‘metre’, and rhythilpei; :;g;‘;ﬂf;z with this analyﬁis. Accertt, or that quality of a tone which mkes it sound louder

gﬂﬁzziﬂit?g ﬂ.f the basic metre, not _Hec_e?ﬁam}’ of a simple repetitive nature. iﬁiﬁf 02031;2}2331: e du; tc’_ ﬁithﬁi;. the perceptual phenomenon which Vos

yimic response would seem (o involve not the perception of simple manipulation of ‘o

Y GaaL R _ bjective loudness' so that the difference
regularity, but the formation of perceptual units. Any theory of rhythm which

. in tt;e -mten_sity of toneas impresses itself upon perception, ie. accents can be
18 based on voluntary bodily movements, or which assigns paramount impor- purely perceptual, or can be physical. There is experimental evidence on the
tance to movement, would therefore seem to place the cart before the horse

influence of changes in physical parameters (L& intensity) upon pattern percep-~
or, at least, by its side. For example, Ruckmick (1913) carried out experiments

it_ian. Us{n‘g pulses of white noise {a broad band rotse containing all audible
" thﬁ perception of rhythm, and found that ‘awareness of thythm’ was accom- eduencioon Placek and Pinkeiro (1971) showed that an attenuation of at
panied by muscular movement. The conclysion was that thythmical forms must

Eﬂﬁt }iﬂﬁﬁ WAS nec&:ssgry F{} giake 4 50 dB pattern ‘stand out’, even though the
znt_tlate ﬂ_iﬁ factor of movement in order that the impression of rhythm shall oy, s actual discrimination fs Oy asout 03 dB at this evel :rhegﬁ
arse, This does not mean, however, that muscular movement is 4 cause of

. s ot round phenomenon,
rh:,*thmu? ;}err-:aptm-_n. I‘{ conld be either a concomitant, or a cotisequence,
Indeed, it is difficult to imagine how one could, for example, tap one’s foot to
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a rhythm that one had not perceived. On the other hand. no one can doubt
that movement and rhythm are closely related. Peo ple tap their feot, shake their
heads, and move in a variety of ways in response to thythm, and sometimes
these movements are probably of real value in helping to “keep the beat’, At 'ﬁ‘:&
heart of the matter, however, lies a purely mental process involving the subjec-
tive grouping of temporally spaced events into groups. Our own movements
might be intimately related to this process, and for maﬁy people they may
enhance the pleasure of the rhythmic experience, but they are not themselves
the process, |
What 1s the nature of this grouping process? Interesting experiments per-
formed by Vos (1973) cast some Hght on this subject. {Vos was impressed ini tiédly
by the fact that most of the empirical work on rhythmic abilities was either

descriptive or historical in nature, or else highly speculative, Much of the evi
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_ ¢ the tones themselv are
never gl‘-ﬂ}ip&d until they are perceived as such, There an: IE;:::E:; ;}g 5:‘;
van perceive accents (namely, we can perceive accents which are s.ubjectiva}v-
created, and accents which are objectively created), but only one way m which
We can perestve groupings (namely, when we can impose a groupmg on the
stmultuy elements). What appears to happen in much music is that accents are
presented as parts of the music, and serve as cues which the fistener uses to form
percap:tual -grf:aupings. We should remember, however, that ﬂCccr;ts are not
gssentml to _m.ﬂ process, since the rhythmic listener will generate his own accents
if none are objectively present in the music, as demonstrated by Vos with tones
?tnd, In analogous terms, by many other workers in the field of pattern pﬁrceptiﬁ‘r;
in gene.t_'ai-. Moreover, because we have two kinds of sccents fthcr'sé: c'a'ntaim;d”
i the music and subsequently perceived, and those '
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| ) ) . . SN The classic illustration of the fipure-ground i ‘ ined i

RIS ; ah o & e L ‘ . . . = Lo _ L - mund _
e 50 a8 1o accentuate grouping cues like proximity or similarity, and also sttpations 1&\“‘\‘%\ *}‘&\ fig. 48 and shows the ways in whiciua f?gurc aﬂﬁhﬁglﬁznz:nli:gzgﬁgﬁq -
R L, S o v hdates | IgUous,
Y %: At one point in time we tend to see 2 white vase in front of a black background,
' whilst at another the figures seem to reverse, and we see two faces in front of a

S ought to. One can envisage a situation in which accents are objectively placed )
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N :br:ie_f.i the former involves a dialectic process which is largely absent in the latter. R
N Consider what happens when & man starts to play some sort of elementary
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poeleberd

\ rhythny, or rudimentary pattern of regularly recurring tones or drum beats.
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N - 18 playing) will arise. These accents, at first entirely internal to himself, can be 3
N made external by the simple expedient of starting to play them objectively, He - L.}

Ng s not constrained to play a part exactly as written, and thus can suggest an .\
N alternative rhythmic organization, Once this niew state has been arrived at, an . 1\§
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N alternative set of internal accents may arise, and once again the possibility of
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N N petformer, wha then makes these new subjective types of organization public, \\§¢. - F®- 48 Figure-ground illusion. Two faces or a vase?

R - 18 2 characteristic of most rhythmically complex music systems, but i largely S8 o e e -
f  abeentfrom classical music where the composer’s original conoeption is adhered | - white background (Rubin 1921). If we in some way perceptually accentuate the
e R ' 3 Tat IO re odoseiv:  Ing N DR T e Tl I i BT s P e T T At It TR W ST AR . . a5 M. R Y Y T PR R S S A L L '

& musical performance (Small 1937) the major evolution of totally new riythmic
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iR patterns would be regarded as sacrilege, and would certainly alter the whole N\  Hgure are similae to thos e involved in the perception of anditory rhythm, Thus,
R characterofapiece, . LT T e S R e Vo ol F i 8 Ry oS i L,
N e B N L PR N ST R | N\ tEEESLS that the Lestait terms we have been using here. namely ‘figure’ and
N S o dBP“m‘F““ﬂ tlying ‘the spontaneous. organization of sounds inte od with the accented and unaccented tones in 4
sy R _ NI BAHATAR ATIHAATE T o Il ae ., mhm Ehmrren st b s d i o gl ool 1l T L TR T T N R A R o T e Rt i b nobdb oo it o S
[ Cefuie patierns appears to be similar to pattern perception in other areas, and . § ther words, accents are the fi 8
{fR this refers to the relationship between an object and the background on which \
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L it apipears. People learn from their past experience that particular visual stimuli
N are notmally used as objects or ‘igures’, which occur against some sort of back.
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N ground, For example, in fig. 47 below, there is a tendency to see the shapes
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A\ . asBgures, occurring against the background of the page, since this is the normal

e

a8 I‘ny t?u: pérfnrr;;en It is this ability to differentiate between figure and pround
which is at the heart of rhythmic ability; the petson with a high degree of this
faculty may be able to form &ﬂumhﬂﬂidlﬁﬁmntmsslbﬁegmupmgs ‘of figure -
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{§ = Jueolalas Infact ifa ruler is laid along the top and bottom edges of the | and ground in a situation where others may see none at all, Given a partioular
|[® s erroncously juxtaposed, since it is really the background which forms the |}  number of device & BESIE Hinilier of bashe et B tebati s

number of devices he can use. A basic number of beats may be subdivided into
_ groups contaitiing any number (of elements) which is a common factor of the |

r
B figure Weare in o sense perceptually accentuating the wrong thing.
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and thereby shows him few way °§ that the ustener is probably using, - {E¥E | o
¢reby shows him new ways of grouping. If the listener is not careful, he. N\

S
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may even be seduced into a blin v if he interprets the ohiect: oy RNRRE

accents as ‘the beat’ when they i d a_rlle:y 't he Interprets the obj cctive (played) E’%E

o | ¢y 1n fact are not. This kind of rhythmic approach R

is bafiling to those who cannot perceive the relationship of the new groupings »*a |
to the ongmn;g* or underlying, metrical form. The rhythm never seems mnﬁe %\ : & - -
E . Constant, butis perpetually changing course, apparently in a purely whimsical |\ - B
. fashion. (*The trouble with modern jazz is it’s got no rhythm,” remarked one .
fm&tra&:d Ilstmer at a jazz concert, after his st-rgﬁngus efforts to tap hlsfnat “ H
B had boen foiled by his failure to locate the first beat of the bar) .
- From the above, it should be apparent that rhythm and rhythmic perception
§ Can be developed to extreme levels of complexity which go far beyond simply
N keeping time’. Furthermore, whilst thythm is highly effective when it occurs
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B him with a dilemma as to who is ‘right”. In other words,
rhythms which conflict with the obvious ones that the lis

the performer presents
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In thg main, this book has been concerned with treating the musical person in -
§hy - terms of processes, In the course of this treatment, occasional anecdotes of a
NNy | non-scientific nature have been included, chiefly to enliven the scene, This last
G che Lﬂr; diﬂ’?t;imven and concerns itself rather more with anecdote and
1 8 Pecinrara] oS, TRYAM I8 highly effe 1 “pecuiation, and rather less with scientifically respectable findings. Most of the.
L eenebrocal complementary relationship with tonsl sequences, it isin noway | ancedotes and speculations, however, come from musicians themselves. This
. are musical cultures n winch of music unless we choose to make it so. There | makes a fitting conclusion, since much has been said about the musical person N
L Driotity, with & miner roie e rhytharic aspects have much the greatest | 3% machine’, but vy litte has been sid about musicians as people.

o viw of ;'hytlim-as Eéfr _fﬂ; ¢ deing _as._?;g_md_ to _.the tonal aspects. If we have a g _Qﬂﬂ t‘?jlm Whlﬁh-ﬂ_#_ﬂ_m to interest many musicians is personality, both their
possibilities of rhythm to any great extent. tion by failing to exploit the et g IS GMONg musicians a number of stable beliefs or stereo- N
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types abqut_tha peracanal‘ty characteristics of other musicians. They often seem

- willing, even eager, to describe various aspects of other musicians’ personalities

at great length, and the subject is clearly one that fascinates many of them. To .
- try to put these impressions on a slightly more secure footing, a series of group

discussions was held in the psychology laboratory, to which musicians from a

Gla;gpw-basﬂd_ symphony orchestra were invited, on a voluntary basis. Alcohalic

refreshment was provided for those who wished. The comments made were
S confidential, in the sense that the people making them would not be named:
L since not all. pa._rtic%ipants were happy, or at ease, when the conv&rsatiﬂns.'WErej
;j: N tapefrgqorc}ﬁd _(thexf;- were some fairly indelicate speculations frtu_m time to time),
~~~~~ the spbstanﬂc of the meetings was written down by a research assistant. The

N meelings were unstructured, other than encouraging individuals to talk about
W thevarioussections of the orchestra, - -

\ Before proceeding to the contents of the interviews, it is interesting that
psychnlagi*sts have so far paid relatively little attention to the topic of the
personiality of musicians, Books on the psychology of music deal with 'aspects
of the ‘musical mind” largely in terms of musical ability, its assessment, and its
reiatmr} to other abilities; or the nature of, and prapeﬁsity for,. affective and
aesthetic responses; or various aspects of the development of musical abilities.
Information about personality types of musicians must normally be gleaned
from biographical aceéunts of famous composers long since dead, often with
S extracts from their letters, Other information comes from light-hearted accounts
M. Of the musician’s life, such as Malcolm Tillis's Chords and Discords (1960), N\B
U§ O the accounts of events in the jazz world revealed in books by authors like - \N&
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