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CHAPTER 25

THE INFLUENCE
OF AFFECT ON
MUSIC CHOICE

VLADIMIR J. KONECNI

25.1 INTRODUCTION

INTERACTIONS that one has on a virtually moment-by-moment basis with the social
and physical environment frequently produce a change in affect; and so do cognitive
representations of the past and expectations of the future interactive events. The com-
plex mechanisms by which the physical and symbolic interactions with the environ-
ment give rise to affect, and the evolutionary reasons for this taking place, are for the
most part not the subject of this chapter (but see Sections 25.3.2 and 25.5.2). Instead,
the key question that it will address is: given that a change in affect has in fact been
produced, by whatever means, is the experiencing person more likely to seek expo-
sure to some environmental stimuli than others, and to choose one level or degree of
those stimuli more than another? Therefore, when the discussion is additionally and of
necessity limited to music as the stimulus, the purpose of the chapter becomes: is the
choice of music to which to listen dependent on one’s current affect?

In this chapter (and the handbook as a whole), the term ‘affect’ includes both emo-
tion and mood. However, this classification simply reflects a reasonably justifiable con-
vention and it will therefore be necessary, for theoretical and empirical reasons, that
the two states (or processes, see Section 25.3; cf. Scherer, 2000, p. 70) under the ‘affect’
umbrella be clearly distinguished from each other.

The chapter consists of seven sections. An essential task is carried out first
{Section 25.2): to place formally and accurately the topic of the present chapter in the
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constellation of relationships—or simple causal models—that constitute a significant
portion of the handbook’s music-and-emotion (M-E) domain (which, perhaps more
accurately, ought to be referred to as the music-and-affect domain). The frequency
with which the various categories of ‘naive’ respondents endorse the importance and
veracity of these causal relationships is also presented in this section, in tabular form.

Section 25.3 also has a foundational and definitional goal-—that of specifying the
author’s theoretical assumptions concerning emotion (and, by implication, non-
emotion, including mood). For this purpose, the author’s prototypical emotion-
episode model (or PEEM; Kone¢ni, 1979, 1984, 1991) is reintroduced in updated
form. In part, this section is meant to be a substantive contribution to the emotion
literature. More importantly in the present context, the section on PEEM makes
explicit the background for the author’s interpretation of the research studies on the
effects of emotion and mood on music choice (reviewed in Sections 25.4 and 25.6,
respectively). Section 25.5 is devoted to a discussion of the concept of mood. Finally,
the implications of the research on the effects of affect on music choice are discussed
in section 25.7.

25.2 RELATIONSHIPS IN THE M-E poMAIN

Music consists of many integrated components, including the composer, the score,
the performer, the instrument, the sound, the listener, the listening environment—
and the M-E domain is correspondingly broad and multi-faceted. In addition, when
both researchers and lay people talk about the various relationships between music and
emotion, they often fail to specify the extent to which the effect is direct, as opposed to
mediated in some way, even though such mediation should often be of major theoreti-
cal interest.

25.2.1 Some causal models

Various aspects of M-E are presented in Table 25.1 in the form of simple causal mod-
els.! The two statements in the bottom part of the table (models 12 and 13) acknowl-
edge the self-evident, but seldom mentioned, facts about M-E. First, much exposure

1 Characteristics of the instruments, mood/tempo directions in the score, and the structural and
acoustic features of the recorded or performed sound, among other features, may all contribute to
the expression of emotion by music. These issues are not directly pertinent to the causal models in
Table 25.1. Listeners generally can identify the expressive attributes of the music analytically without
any concurrent emotional response. Respondents’ statements (in Section 25.2.2) to the effect that
music expresses, evokes, alludes to, or represents emotion—without any mention of the listener
experiencing an emotional state—were classified under model 12.
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Table 25.1 Relevant causal models in the relationship between music (M) and
emotion (E), and the frequency (%) with which each model is mentioned

Causal Model Frequency of mention by sample (%)
A B (& D E Mean

1.M—E 25 30 35 23 27 28
2. M — Associations — E 7 13 8 10 12 10
3.M — Dance > E 4 8 10 3 6
4. M — Physiological effects (No E) N 2 0 3 7 5
5. M — Mood change (No E) 8 14 13 8 9
6. M — Contemplation, Analysis (No E) 2 11 0 2 4
7. composer_-) Ma(tvibutes 0 0 6
8. ptrformcr_) Mattributes 0 3 - 2
9. E!islener =¥ Mchoice 29 12 5 17 14 15
10. E, Vb= Assoc. » E, — Mz"' 7 4 8 13
1. E1 listener time 1 T M1 time 1 7 8 3 5

1 time 2, 3..n - ASSOC' =2 El time 2, 3..n
12. M — No discernible effect 4 9 3 3 10 6
13. E — No discernible effect on M 0 0 0 0 5 1

choice

Note: Without being presented with any of the above models, all participants anonymously completed the
sentence ‘My view of the relationship between music and emotion ..." and could make additional state-
ments; up to three 'views' per participant were coded. In each column, entries are percentages (rounded to
the nearest integer) of the total number of responses given by a sample. Sample A (N = 12, with a total of
28 responses; 2002) consisted of three faculty members and nine graduate students at a social psychology
seminar. Sample B (N = 44, with 98 responses; 2002) were honours thesis candidates (junior-year under-
graduates) at a lecture. Samples C and D (N= 20 and N = 19, with 37 and 30 responses, respectively, in 2004
and 2005): these participants were freshmen at the first meeting of a ‘Music and Emotion‘ seminar. Sample
E (N= 71, with 173 responses, 2006) consisted of upper-division students in a class on ‘Psychology and the
Arts' (prior to the lecture on music and emotion).

to music clearly does not have any discernible effect (model 12). It would seem that
the very ubiquity of music in contemporary life ensures that much of it is ignored. For
example, in a study using the experience-sampling method (Sloboda & O’Neill, 2001),
it was found that although 44 per cent of the events somehow involved music, in only
2 per cent of the total was listening the principal activity. Second, it must be that people
often do not choose to listen to music following the onset of an emotion (model 13 in
Table 25.1; see Section 25.4).

The rest of the table is divided into two parts, the criterion of division being
whether music listening (M) or emotion (E) is the causal agent. (The term ‘emotion’
is used in the table, rather than ‘affect’, in order to reflect the prevailing custom in the
literature—even though this custom sometimes results in a lack of precision, if not
dubious claims.)
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M — E models

In the top part, the model stating the direct (proximal) causation of emotion by music
listening (1, M — E) is presented along with relevant alternatives. Models 4, 5, and
6 formalize the possibility that music may lead to contemplation and analysis, to a
change in mood, and even to various physiological effects (e.g. Bartlett, 1996; Bernardi,
Porta, & Sleight, 2006 )—all without resulting in a genuine emotional state (as specified
by PEEM, described in Section 25.3). For example, structural features of music may
increase heart rate, but so may riding the bicycle. Music may make one feel ‘good’, but
so does going for a walk. And for some people, especially musicians, music (with or
without consulting the score) may be the equivalent of a mathematical or chess prob-
lem, and a way to deal with the concept of time (cf. Stravinsky, 1936/1998, pp. 53-54). It
is important to note that in the literature on M-E, findings that support models 4 and 5
are sometimes uncritically interpreted as supporting model 1.

Model 3 acknowledges dance as possibly a major—most likely primordial—mediator
between music and emotion (Koneéni, 2005, 2008; Koneéni, Brown, & Wanic, 2008).
Dance allows the display of a person’s physique, skill, and endurance. The young espe-
cially, and young women in particular, engage in it a great deal (Wells, 1990, Table I1I,
p. 108). Dance makes possible the close observation of potential sexual partners and
often involves physical proximity with them. It involves being courted, touched,
encouraged—or slighted. Miller’s (2000) case for the evolution of human music
through sexual selection becomes more convincing when dance is proposed as one of
the key mediators. It is therefore surprising that dance is almost universally ignored by
music psychologists, except as a medium that can reflect the structural and expressive
attributes of music (Krumhansl & Schenck, 1997). The chief reason may be music psy-
chologists’ relative neglect of the social context of music listening (Koneéni, 1979, 1982;
North & Hargreaves, 1997).

However, it is the idea that music gives rise to thoughts about significant others,
about emotionally rich social situations, and one’s past experiences and innermost
strivings (model 2), that is here proposed as the central and necessary elaboration of
M — E (model1)—necessary from both the logical and evidentiary points of view. The
temporal nature of music, its abstract quality (especially in comparison with other
temporal arts, such as the theatre, or even to plotless choreography in dance), its block-
ing of other distractions when one is truly listening, and the fact that its structural fea-
tures may affect motor behaviour and physiological responses—all play a part in the
transformation of heard sound into emotional state via memories and contemplation
(Konecni, 2008; Konecni et al, 2008; Kone¢ni, Wanic, & Brown, 2007).

Krumhansl (2002, p. 45) has challenged a version of model 2 on the grounds that ‘if
this [that s, associations as the necessary mediators] were all, then emotional responses
to music would vary greatly from individual to individual depending on their unique
past experiences’. Actually, the available evidence indeed indicates that people’s emo-
tional reactions to the same piece of music are vastly different. Krumhansl (2002, p. 45)
continues: ‘But listeners agree remarkably well with one another in labeling musical
emotions. Something in the music must produce this agreement . . . musical sounds
may inherently have emotional meaning.’ Indeed they may, but that is an issue of
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expression, not of induction, and the evidence for the former ought not to be mar-
shalled as evidence for the latter. In other words, listeners’ agreement about the expres-
sive features of a piece of music does not favour model 1 over model 2—as Krumhansl
apparently maintains.

E — M models

In the middle part of Table 25.1 (models 7—11) are models in which emotion, rather than
music listening, is the causal agent. Models 7 and 8 refer to the possibility that the emo-
tions experienced by the composer and performer, while composing and performing,
influence the attributes of the composed and performed music. It is exceptionally dif-
ficult to investigate these possibilities experimentally (e.g. Gabrielsson & Lindstrom,
2001; Konecni, 2003; Persson, 2001; Simonton, 2001). Regarding the composers’ emo-
tions, when one considers, if nothing else, the length of most classical compositions,
one would probably conclude that Gabrielsson and Lindstrom implicitly agree with
at least some features of PEEM (in Section 25.3) when they strongly doubt (as did no
less an ‘emotivist’, in the popular view, than P. I. Chaikovsky) that ‘composers express
their present feelings in their compositions’ and instead think it much more likely that
composers merely ‘use various structural factors.. . . to achieve certain intended expres-
sions’ (Gabrielsson & Lindstrém, 2001, p. 223).

As for the performers, model 8 may be correct for many of them, but in the limited
sense of performance anxiety (or, perhaps more accurately, fear—as in ‘stage fright’)
negatively affecting the attributes of performed music (e.g. Steptoe, 2001). The techni-
cal demands and concentration required especially in classical performance are so high
that it is difficult to see how the performers’ emotions can be part of the performance
equation (except adversely), despite many music teachers’ claims to the contrary. It is
also important to note that experiments, such as Juslin’s (2000), on performers’ ‘com-
munication of emotion’ do not necessarily address model 8, although they are some-
times cited as having done so: a skilled guitarist can, when instructed, perform a piece
in an angry manner, without being in the least angry.?

Model 9 is, of course, the core of the chapter and the evidence for its feasibility
will be examined in Section 25.4: when emotion is induced in people by non-musical
means, which are the characteristics of the music to which they choose to listen (if
music listening is indeed the behavioural option taken)? Finally, in models 10 and 11,
examples are given of more complex scenariosthatbeginwithE,___—M_ _ sitwillbe
argued in Section 25.4.3 that even though no empirical evidence exists for such multi-
event sequences interweaving emotion, music choice, listening, and associations, they

2 Note that PEEM (described in Section 25.3.2) allows the possibility that an ‘angry’ performance,
coupled with associations, may produce genuine anger in the performer. Here one observes the grey
area between a performer’s faithful facial and bodily imitation of posture and gestures that are
commonly assumed by genuinely angry people, on one hand, and a performer’s subjective
experience of genuine anger, on the other. This fine line is well known to actors and opera singers
who encounter it in the ‘method of physical action’ within Stanislavski’s ‘system’ (Konetni, 1991,
2008; Konijn, 20005 Stanislavski, 1936; Stanislavski & Rumyantsev, 1975).
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are common in the lives of music listeners and contribute to the words ‘music’ and
‘emotion’ being spoken so often in the same breath.

25.2.2 Frequency of endorsement of causal models

The frequency of mention of various causal models by five different samples of respon-
dents is also provided in Table 25.1; the samples are described in the note to the table.
The respondents anonymously completed the sentence ‘My view of the relationship
between music and emotion . .. and could make additional statements. Up to three
different ‘views’ regarding M-E by each respondent were coded. Responses were col-
lected at the beginning of a course, lecture, or seminar, without any introduction, guid-
ance, or examples. The coders were two undergraduates who classified the responses
in terms of the models in Table 25.1 with minimal additional instructions. The initial
agreement between the two coders was 72 per cent, as determined by a third, indepen-
dent, coder, who also resolved the disagreements.

As can be seen in Table 25.1, at least some respondents mentioned all 13 models used
in the classification, with the M — E model by far the most popular (M = 28 per cent
for all five samples). From freshmen (many with undeclared majors) to psychology
graduate students and faculty, many people held the view that music directly induces
emotion. Respondents who felt that music’s effect on emotion is mediated by associa-
tions and dance (models 2 and 3, respectively) were far less numerous (10 per cent and
6 per cent), but also represented in all the samples.

The second most-mentioned causal relationship—that people’s emotions deter-
mine their choice of music (model 9; overall M = 15 per cent)—was, perhaps not
surprisingly, most frequently mentioned by the professional social psychologists in
Sample A (M = 29 per cent). But they were not more likely than others to mention the
more complex multi-stage causal models (10 and 11). This may be an indirect testimony
to the conceptual and logistical difficulties that social and music psychology face in car-
rying out multi-stage experiments—even though such research may be sorely needed
for the formulation of an adequate body of theory regarding M-E.

25.3 EMOTION IN THE M-E DOMAIN

In Music and emotion (Juslin & Sloboda, 2001), Scherer and Zentner (2001) pub-
lished a chapter in which they carefully distinguished emotions from moods, prefer-
ences, attitudes, personality traits, and other concepts (Table 16.1, p. 363). The present
approach shares their concern for these distinctions. In addition, it is in agreement
with Gabrielsson’s (2002) emphasis on subjective state as an essential component of an
acceptable model of emotion (cf. Frijda, 2005). The latter point is important because—
much as there is an emphasis in the present approach on the necessary role of the
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physiological response in emotion (an absence of the physiological response is equated
with an absence of emotion)—indices of physiological fluctuations are considered to
be insufficient when not corroborated by subjective report (i.e. when they are not the
report’s afferent underpinning; cf. Stemmler, Heldmann, Pauls, & T. Scherer, 2001).

25.3.1 Attributes of emotion

In the present view (cf. Koneéni, 1991, 2003, 2608), emotions have an unambiguous
cause or object, and because they guide and energize behaviour in key life situations,
they have been subjected to considerable evolutionary pressures. Emotions are acute,
physiologically and psychologically costly, and therefore reserved for emergencies.
Typically there is an involvement of numerous bodily systems—in tandem and simul-
taneously. These states are readily identifiable by the experiencing person (and often,
though not always, by observers), as well as nameable and reportable. Emotions flood
consciousness and are probably universal in terms of expression and experience. In gen-
eral, such criteria fit models of ‘natural kinds’ (Barrett, 2006) of both the basic-emotions
(e.g. Buck, 1999; Ekman, 1973) and appraisal type (e.g. Frijda, 1988; Lazarus, 1991).

The real-world ecology—specifically with regard to the distribution and type of sig-
nificant stimuli of social origin—limits the variety of emotional reactions (cf. Oatley &
Duncan, 1994; Kone¢ni, 2008). In fact, there are good conceptual reasons for reserving
the term ‘emotions’ for the ‘basic’ ones—keeping in mind the criticisms by Ortony and
Turner (1990) and Barrett (2006).

25.3.2 Prototypical emotion-episode model (PEEM)

The prototypical emotion-episode model, PEEM (Kone¢ni, 1984; also see Koneéni,
2008, for a more detailed account) is presented in Fig 25.1. This is a process model

—» Event ——— Perception/ «— | Arousal | » Emotion-Labeling
Interpretation Behavior 1
(e.g., insult, +0rX {eg., anger) (eg., aggression)
blocked goal) attributional processes,
including a normative Facial monitoring of
produced by a evaluation in the Musculature internal cues:
social or nonsocial  personal and integration of — Behavior 2 ™
external source, cultural context +orx internal and
or a cognitive external (event)
representation of Posture cues: evaluation ~~a v
a prior event e 2 of behavioral Behavior n
interoceptive outcomes
and 1 ]
proprioceptive
afferent signals

< Counter-behavior

Fig. 25.1 The prototypical emotion-episode model, PEEM. From Koneéni (2008),
with permission of the American Psychological Association.
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of emotion; the aim of its inclusion here is to facilitate the interpretation of various
relevant findings. The event that initiates an episode is usually generated by another
person (e.g. by an ego-thwarting insult), although it may consist exclusively of rumina-
tion related to prior events. Perception and interpretation (including a rapid attribu-
tional analysis) are linked by a feedback loop, and this initial stage necessarily precedes
the occurrence of sympathetic arousal and facial and postural activity—with which it
is, however, bidirectionally causally linked. In addition, arousal and facial expression
influence each otner (e.g. Ekman, Levenson, & Friesen, 1983; Lanzetta, Cartwright-
Smith, & Kleck, 1976) and together (additively or multiplicatively) are subjected to a
multi-faceted cognitive analysis that leads to the identification and labelling of one’s
emotion (the degree of deliberateness may differ).

Behaviour that follows emotion labelling depends on many factors, including the
anticipated counter-behaviour by the social target of one’s actions. That counter-
behaviour is the event that begins the next passage through the emotion-episode
sequence. Attributes of this second-generation event may cause the original state
to diminish, intensify, or change dramatically—when the event’s details require a
re-labelling of emotion.

PEEM is conceptually and functionally broader (cf. Scherer, 2000) than models that
are limited to a single subsystem (including various arousal models). Its treatment
of an emotion episode as a process of multiple passages through a multi-component
sequence, as well as the attention it devotes to the occurrence of misattribution and
re-attribution, distinguish PEEM from other appraisal models and counter some of
the criticisms that Barrett (2006) levels at natural-kinds models in general.

One of the assumptions of PEEM is that both a pronounced visceral response and
an unambiguous subjective experience are necessary and probably sufficient for an
authentic emotion episode to occur (Konecni, 2008; cf. Stemmler et al, 2001). There
is a superficial similarity of this view with that of Schachter and Singer (1962), but
also considerable differences in both scope and many significant details (Kone¢ni,
1984). In addition, there is a kinship between certain features of the ‘cognitive labelling’
model (Kone¢ni, 1975b, later incorporated into PEEM) and Zillmann’s (1978) ‘excita-
tion transfer’ model. It is with reference to PEEM and other criteria that have been
described that the evidence for the effects of emotion and mood on music choice will
be evaluated in Sections 25.4 and 25.6.

25.4 EFFECTS OF EMOTION ON MUSIC CHOICE:
THE RESEARCH EVIDENCE

Because emotions often signify emergencies, it would seem, at first blush, unlikely that
listening to music would be the experiencing person’s primary option. But emergencies
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differ in their time course and in the modes of resolution that are possible, especially in
contemporary social milieux, so that resorting to music listening when happy, angry,
or sad (although presumably not when afraid) does not, on second thought, seem far-
fetched. Unfortunately, this is mostly speculative reasoning, because, to the best of the
author’s knowledge, there exist no truly solid data collected in non-laboratory set-
tings about the likelihood of persons choosing to listen to music (or read poetry, for
that matter) immediately after an emotional state has been authentically induced. The
diary, pager, interview, and survey studies provide some useful information, but have
virtually insurmountable problems in trying to attain truthfulness, accuracy, and con-
ceptual clarity (e.g. regarding the occurrence of emotion vs. mood), and to establish
the direction of causality. Under normal circumstances, even though emotions are
social, in that they often involve other human beings, they and their settings are private
and intimate affairs to which researchers have very limited access.

25.4.1 Some methodological problems in the laboratory

Tightly controlled research in the laboratory has another set of problems. Perhaps the
greatest and most relevant among these is that happiness and sadness (unlike anger
and fear) cannot be adequately experimentally created. In the real world, these two key
emotions of human bonding, separation, and loss, with immense reproductive-fitness
implications, are generally induced by the rare significant others—something that can-
not be replicated in thelaboratory.’ Perhaps the closest one can come to happiness and
sadness in the laboratory is to ask people to recall real-life events (e.g. Konecni et al,
2008). Minor monetary winnings and losses, ‘happy’ or ‘sad’ three-minute film clips,
praise from strangers, or the break-up of five-minute acquaintanceships—to men-
tion just a few of the countless rather trivial events that have been engineered in the
laboratory—do not result in emotions, or do so only as misnomers in scientific
articles.

Itis of interest that happiness and sadness are precisely the two emotions that music
most readily and frequently expresses, for example, through the very structure of the
classical sonata and the Catholic mass (including the Requiem); and it is perhaps the
compelling nature of expression that has seduced researchers, such as Gaver and
Mandler (1987), to recommend using music as a supposedly handy and simple method
of inducing emotions in the laboratory (e.g. Koelsch, Fritz, von Cramon, Miiller, &
Friederici, 2006; and Chapter 12, this volume) with other research objectives in mind.
Such advice seems doubly misplaced: music is a comparatively weak inducer of emo-
tions even when the associative elements are introduced by the participants (Kone¢ni
et al, 2008); and once they are, (instrumental) music loses its apparent advantage as a

3 That even the most advanced laboratory emotion-induction techniques, such as those described
in Chapters 1—7 of the Handbook of emotion elicitation and assessment (Coan & Allen, 2007), come
nowhere near the happiness- and sadness-inducing power of one’s significant others can be easily
ascertained by the discerning reader.
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convenient ‘appraisal-free’ stimulus. In any case, as has been made clear, the focus of
the present chapter is exclusively on the effects of non-musically induced emotions.

Authentic anger and fear can be induced very successfully in the laboratory.
However, even though the procedures were safe, reliable, and humane, the truly ade-
quate induction of these emotions in social-psychological and psychophysiological
laboratories has been made, beginning with the early 1980s, next to impossible by the
institutional boards overseeing research in both North America and Europe. For this
reason, the review that follows is of data from laboratory studies conducted prior to
what has been, in effect, an international ban on research on adequately induced nega-
tive emotions.

25.4.2 Data

A certain amount of solid evidence is available regarding the effect of listeners’ emo-
tional states on their choice among, and preference for, music-listening alternatives
that differ on psychologically and aesthetically important dimensions, such as com-
plexity, loudness, and rhythmic characteristics. The general finding is that the experi-
ence of negative emotional states leads people to sharply decrease their exposure to
complex, novel, and loud music, and to complex rhythmic structures. The probable,
mutually non-exclusive, and related explanations are that (a) coping with an acute,
experientially demanding negative state decreases the amount of processing capac-
ity that is available for the processing of music (Kone¢ni & Sargent-Pollock, 1976)
and other stimuli (Broadbent, 1971; Easterbrook, 1959; Kahneman, 1973; Posner, 1975;
Sokolov, 1963), and (b) simple music at a soft listening level actively soothes negative
emotions (Koneéni, 1975b).

Anger
In a multi-purpose experiment, Kone¢ni, Crozier, and Doob (1976) used an anger-
induction procedure (originally developed by Kone¢ni and Doob, 1972) to investigate
the effect of this aversive emotional state on the choice between two computer-generated
‘melodies’ differing in complexity (or, in information theory terms, uncertainty). The
effect of this powerful—naturalistic, yet standardized—anger-instilling procedure
(with ego-thwarting remarks delivered by a covert assistant of the experimenter) is
a considerable degree of authentic anger experienced by the (individually treated)
research participants. In comparison to the neutrally treated control participants,
those subjected to the experimental emotion manipulation exhibited anger in terms
of self-report, facial configuration, and body posture (videotaped and later evaluated
by raters unaware of the instigating condition), as well as cardiovascular response
(cf. PEEM in Fig 25.1). The original research reports can be consulted for the evidence
of extensive debriefing of participants and the efforts made to ensure their well-being
during and after the experiment.

In the immediately following stage of the experiment, which was described to partic-
ipants as an unrelated study, they chose on each of 50 ten-second trials to listen either
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to highly complex (9.17 bits/tone) or rather simple (4.00 bits/tone) tone sequences.
Complexity was manipulated by varying the number of pitches, durations, and loud-
ness levels of tones (keeping timbre constant), with 576 possible events in the pool for
the complex, and only 16 in the pool for the simple, tone sequences that were randomly
computer-selected within type (using sampling with replacement). These two com-
plexity levels were used on the basis of pilot studies in which neutrally treated partici-
pants chose the two levels equally often over trials; this could be shown to be due to the
different degrees of rated pleasingness and interestingness of the two ‘melody pools’
being perfectly balanced.

In the present context, the most relevant finding by Kone¢ni et al (1976) was that the
angry participants chose complex melodies on only 29 per cent of the trials, compared
to about 50 per cent for the control group. The overall data pattern was in accord with
Kone¢ni’s (19753, 1975b) cognitive-labelling model, and showed that the active ingre-
dients of the emotion that led participants to shun complex melodies were both the
heightened physiological arousal and the cognitive processes (made explicit in PEEM)
that were responsible for the interpretation and labelling of the heightened arousal
level. A closely related issue is that coping with anger was presumably both physio-
logically and cognitively costly for the participants, and therefore reduced, as noted
earlier, their processing capacity available for the reception and enjoyment of music.
With regard to the impact on music choice, the difficulty of dealing with one’s negative
emotion seems to exceed that of coping with ordinary high-load tasks (see Figure 1 in
Koneéni, 1994; Koneéni, 1975a; Niketta, 1990).

Complexity, a member of Berlyne’s (1960, 1971) class of ‘collative’, or statistical,
stimulus variables (along with novelty and surprisingness), is one of the relatively few
major psychological and aesthetic dimensions by which both lay people and experts—
spontaneously and analytically—describe musical compositions (and other works of
art); it is therefore conceptually advantageous to relate a genuine emotion arising in
dyadic social interaction to this attribute of music. (See Chapter 19, this volume, for
a discussion of Berlyne’s theory.) The results obtained by Konecni et al (1976) were
perhaps the first in the literature to relate an emotional state induced by social stimuli
(insulting words) to the choice of music to which to listen; the latter had been generally
treated as if it occurs in a socio-emotional vacuum (cf. Koneéni, 1979, 1982; North &
Hargreaves, 1997).

Flath-Becker and Kone¢ni (1984) were interested in the effects of the participants’
anger and failure (including combined stress) on their preference for music pieces
that differed radically in rhythmic complexity. The researchers’ anger manipula-
tion was modelled after a procedure developed by Hokanson and Shetler (1961).
The participants were either repeatedly and sternly reprimanded to work faster on
a task or neutrally treated. In addition, they either appeared to fail or to succeed
on the task. In a counterbalanced research design, the participants then listened
to portions of piano (Bach, Debussy, Barték, Schonberg), orchestral (Bach, Ravel,
Bartok, Schonberg), and percussion (Ginger Baker, Siegfried Fink-a, Fink-b, Cage)
compositions characterized by different rhythmic structures (regular, ostinato,
syncopated, and complex, respectively). As predicted, the more complex rhythmic
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structures were shunned in the anger and, especially, the anger combined with fail-
ure, conditions. The preference for simple over complex rhythms in the combined
stress condition was more pronounced in the piano and orchestral than in the per-
cussion compositions (Flath-Becker, 1987). The additive effect of failure on angry
people’s already low preference for complex rhythm could be accounted for by an
early version of PEEM (Fig 25.1).

In sum, Flath-Becker and Konec¢ni (1984) were able to replicate and extend prior
findings. Significantly, they obtained the predicted effects with composed, as opposed
to computer-generated, music. That the effect of shunning complexity while experi-
encing a negative emotional state was stronger for the piano and orchestral than for the
percussion compositions is open to several interpretations. One is the relative rejection
of contemporary percussion compositions by the non-musician participants, and their
consequent lack of attention to the music’s detailed attributes. Another is the degree
of presence of the attention-maintaining melody in various compositions, which was
confounded with their novelty. In any case, the extent to which emotions may differ-
entially influence the processing of various attributes of music that contribute to the
overall preference is a worthy subject for a renewed research effort.

Results theoretically analogous to, or supportive of, those for complexity have been
obtained for loudness (one of Berlyne’s, 1971, psychophysical stimulus dimensions),
as both an independent and dependent variable, in studies by Kone¢ni (1975b), and
Kone¢ni and Sargent-Pollock (1976, 1977; cf. North & Hargreaves, 1999). For exam-
ple, Konec¢ni and Sargent-Pollock (1976) showed that the significant reduction in the
participants’ choice of complex computer-generated melodies, following exposure to
95-dB/350-Hz squarewave stimulation, was mediated by a decrease in their processing
capacity—lending support to one aspect of the previously mentioned interpretation of
the overall E —>M, . effect (Konecni, 1979, 1982,1994).

listener

Type A behaviour pattern

The manner in which anger influences a person’s processing of music can be further
clarified by considering the Type A coronary-prone behaviour pattern. In contrast to
Type B, Type A behaviour is characterized by three main tendencies: time urgency,
extreme competitiveness, and aggressiveness (Friedman & Rosenman, 1974; Jenkins,
Rosenman, & Zyzanski, 1974). These tendencies result in Type A individuals being
comparatively likely to focus on the central aspect of a task to the exclusion of periph-
eral stimuli or information (Matthews & Brunson, 1979), even when the peripherally
presented information can be helpful in the work on the central task (Strube, Turner,
Patrick, & Perillo, 1983).

The Type A behaviour pattern therefore has precisely the same consequence on
information processing as does the presence of a negative emotional state for people
in general (cf. Easterbrook, 1959). Building on these ideas, Kone¢ni and Gotlieb (1987)
reasoned that (a) the differences in attention and processing between Type A and Type
B individuals could be further augmented by the participants being sternly challenged
(on an initial pseudo-task) and (b) one could gain additional knowledge about the
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effect of negative emotion on the processing of music by presenting to both types of
participants, for the subsequent criterion tasks, a musical composition that authenti-
cally contains central and peripheral elements.

A fugue is such a musical form. The material for the experiment by Kone¢ni and
Gotlieb (1987) therefore consisted of three fugues (specially composed for the research,
so that no participant would be familiar with them) and four variations on a segment
of each fugue. A melodic phrase served as the central feature of each stimulus pattern,
whereas the variations served as peripheral embellishments. There were two dependent
measures: recall of the pitch contour of the central phrase (notes written on a music
staff) and recognition of which of the four embellishments actually accompanied the
central phrase. The results closely matched the predictions. Compared to other groups,
the sternly challenged Type A individuals excelled on the recall test that dealt with the
central features of each fugue and did poorly on the recognition test involving periph-
eral embellishments. .

By having an intense, but excessively narrow, focus of attention, the angry
Type A individuals simplified the array of musical stimuli to which they were listen-
ing. There is a clear conceptual link between this finding and those discussed in the
previous section. Angry people in general, when given the choice between music pieces
differing in complexity, prefer the simpler (computer-generated or authentic-music)
options.

Consequences of angry people’s exposure to music

It is helpful to shed more light on the preference that angry people have for simple
melodies. Additional information comes from experiments on the consequences of
angry people’s (experimenter-imposed) exposure to simple melodies at a comfortable
listening level, namely: (a) a reduction in the reported degree of anger; (b) a decline
from an aversively high level of sympathetic arousal; and (c) a decrease in the prob-
ability and amount of aggressive behaviour (Kone¢ni, 1975a, 1975b, 1979). Such findings
make sense when one remembers that anger and a high level of arousal—the results
of an unpleasant social exchange and characterized, for example, by a rise in systolic
blood pressure of some 25 mm Hg over the baseline in the procedure used by Kone¢ni
and Doob (1972; cf. Hokanson & Shetler, 1961)—are reported by the participants as
highly aversive. Meanwhile, simple melodies at a comfortable listening level are sooth-
ing and act faster than homeostatic processes. They are more effective than silence or
reading or math tasks or complex melodies (Kone¢ni, 1975a, 1975b; Strube et al, 1983)
in ameliorating the aversive psychological consequences of anger, high arousal, and
implied aggression.

Partly in this vein, Caspy, Peleg, Schlam, and Goldberg (1988) found that listening
to ‘sedative’, as opposed to ‘stimulative’, composed music following a frustrating maze
task helped the participants do better on Raven’s matrices (cf. Rickard, Toukhsati, &
Field, 2005, p. 236). Analogous results following mental arithmetic were obtained by
Chafin, Roy, Gerin, and Christenfeld (2004)—a faster cardiovascular recovery due to
music such as Pachelbel’s Canon in comparison to less soothing music.
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Fear

There are few real-world emergencies more compelling than those that succeed in
inducing fear—and music listening is unlikely to be an adaptive response to them.
Nevertheless, in what is perhaps the only laboratory experiment on this topic in the
literature, Koneéni (1979, section 111.C., pp. 183-190) examined whether fear resulted in
preference for simple melodies analogous to what has been observed for anger.

In the first stage of the experiment, participants assigned to the fear manipulation
were told that at any time ‘over a four-minute period they may be exposed to some
extremely loud and aversive blasts of noise” (Konecni, 1979, p. 185; no noise was in fact
administered to anyone in the experiment). During this four-minute period, some
of the scared participants listened, on a pretext, for several minutes continuously to
computer-generated simple melodies (4.00 bits/tone), whereas others spent the four
minutes without anything at all happening. There were additional control groups of
people who were not made afraid and of those who were neither afraid nor heard the
music. After this initial stage, 15 minutes of rest filled with neutral activities followed for
all groups. In the next stage, some participants underwent a similar fear manipulation
for the second time, whereas for others fear was instilled at this point for the first time;
and there were two no-fear control groups, one of which had heard the melodies in the
initial stage, whereas the other had not. In conjunction with this stage, the dependent
measure was collected: on each of 25 occasions signalled by a light, the participants
could, if they wished, press a button—following which they would hear, for as long as
they kept the button pressed (up to six seconds on each occasion), a simple computer-
generated melody.

Turning to the results and examining first the music-exposure choices of the two
no-fear groups as the baseline, one finds that the participants with prior experience of
the melodies listened to them significantly longer when they were later given the choice
than those without prior experience (means of 47.40 s vs. 34.40 s). A result in the same
direction, but weaker (44.60 s vs. 39.30 s), was obtained for the two groups in which
fear was experienced only once, in the final part of the study, with only the former
group having prior experience with the music. So far, one can conclude that the simple
melodies ‘grow on one’, to some extent, but that the people experiencing fear do not
seek them more than those who are unafraid. However, the participants who chose
to listen to the melodies more often, and for a longer total duration, than any other
experimental group were those whose first (of two) fear experiences was accompanied
by the melodies (M = 73.10 s of 150 s possible; whereas M = 45.80 s for the twice-afraid
group without prior music experience).

On the basis of these results, it would seem that scared people’s attraction to simple
melodies is not as ‘natural” as angry persons’. Judging from the choice behaviour of
the two twice-afraid groups, with and without prior listening experience, people
apparently need to learn that when one is afraid, simple melodies are psychologically
soothing. However, once this knowledge has been acquired, scared people sought the
melodies a great deal. Laboratory learning is not necessary for anger; perhaps the real-
world ecology and dynamics of anger and fear differ in the extent to which people have
the opportunity to learn about the soothing properties of certain kinds of music,
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25.4.3 Implications of the E — M, .. model

listener

Although one would have preferred the evidence to come from a greater number of
laboratories, it nevertheless seems convincing: The E, _~— M_ . model (9 in
Table 25.1) is viable with regard to emotion as defined in PEEM (Fig 25.1), and in terms
of choice among music-listening alternatives differing in complexity and some other
collative and psychophysical variables. There is little doubt that people experienc-
ing negative emotional states seek simple melodies. The evidence that such melodies
are soothing ought to be appealing to researchers interested in the plausibility of the
M — E model (1 in Table 25.1)—even if it should turn out that music has a stronger
direct (proximal) impact on emotions by diminishing negative ones than by inducing
positive (or negative) ones.

It should be noted that some of the mentioned findings hold for other art forms. For
example, with regard to novelty, Kone¢ni and Sargent-Pollock (1977) found that anger
and aversively high physiological arousal lead people to shun little-known twentieth
century paintings, and obtained additional support for the mediating role of limited
processing capacity in the perception and enjoyment of aesthetic stimuli from different
modalities (cf. Kone¢ni’s aesthetic-episode model, 1994). In fact, analogous findings
have been obtained outside the domain of music and other arts. For example, Marlatt,
Kosturn, and Lang (1975), using the identical anger-induction laboratory procedure
that had been developed by Kone¢ni and Doob (1972; and also used in the Koneé¢ni
et al 1976 study described earlier), found that angered social drinkers consumed sig-
nificantly more wine in the laboratory than those who had not been insulted. Alcohol
intake and listening to simple melodies can apparently serve the same purpose—
amelioration of negative emotion.

Findings that relate music choice by people experiencing certain emotional states to
analogous preferences in other art forms and, especially, to non-aesthetic behaviours,
hint at the desirability of studying music choice in the stream of daily activity (Kone¢ni,
1979, 1982; North & Hargreaves, 1997). One research direction that implicates the

iener > Mipoiee Telationship as only the initial stage of complex, but more realistic,
scenarios would utilize models 10 and 11 in Table 25.1. In model 10, a person experienc-
ing a particular emotion chooses to listen to a suitable piece of music that gives rise to
memories and associations (Juslin & Laukka, 2004, p. 225; Kone¢ni et al, 2008) and
these, in turn, lead the listener to replace the initial emotion by a different one; as a
consequence, the person then chooses a different piece of music. In terms of PEEM
(Fig 25.1), choosing to listen to soothing music when angry makes that event the initial
stage of the next passage through the emotion-episode loop—one that is likely to result
in a reduction of anger (Kone¢ni, 1975a, 1979, 1982; Kone¢ni et al, 1976) and the selec-
tion of different—presumably more complex or strident—music.

In contrast, model 11 formalizes the possibility that an emotion that led a person to
choose a given piece of music can be reinstated, with the help of associations, when that
same piece of music is heard (by choice or inadvertently) on subsequent occasions. In
terms of PEEM, model 11 states that a piece of music, together with the associations to
which it gives rise, may serve as the initial event in an emotion episode (cf. model 2 in
Table 25.1). Note that the first part of model 11 makes explicit one of the possible sources
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of associations postulated in model 2. Despite its plausibility, testability and theoreti-
cal importance, only considerable literary and anecdotal material supports model 11 at
this time.

25.5 MooDp IN THE M-E DOMAIN

Mood is emotion’s unglamorous and unclamoring cousin—despite claims that ‘mood
is now recognized as a central element of human behavior’ (Thayer, Newman, &
McClain, 1994, p. 910). The latter statement presumably reflects ubiquity rather than
impact, for there certainly seems to be a great deal of mood in the world—far more
than emotion—and most of it is easily ignored or forgettable. Mood’s omnipresence
is associated with a great ease of occurrence and instilment in both the real world and
the laboratory. There is therefore a myriad of simple laboratory procedures involv-
ing mood, many of which—music listening included—can be employed with a mini-
mum of pre-testing and experimenter training. It follows that there is a large literature
dealing with mood.

Since a mood does not ‘press’ like an emotion does, one may or may not be aware of
it (authors—Thayer et al, 1994; Zillmann, 2000—differ on the necessity of awareness);
but amood’s experiential component is clearly accessible to attention and analysis. Yet
moods are so diffuse and subtly diversified that the term seems to have been expanded
to cover most of what one can be consciously aware concerning one’s inner state.

In the words of Parkinson, Totterdell, Briner, and Reynolds (1996, p. 5), ‘mood may
be something that is always with us but continually fluctuates over time’. In contem-
porary society, worldwide, ‘mood’ can be replaced by ‘music’ in the quoted sentence.
One can see how the attributes of constant presence, diffuseness, subtlety, and diver-
sity would make mood a natural partner for music—in everyday parlance, in social
ecology, in lay theories, and in psychological research.

25.5.1 Some criteria for mood

Mood has been carefully distinguished from emotion by numerous authors including
Ekman (1994, p. 56), Parkinson et al (1996, pp. 4-8, including Table 1.1, p. 8), Oatley,
Keltner, and Jenkins (2006, p. 30), Larsen (2000, pp. 129—30), and Scherer and Zentner
(2001, p. 363). Using these terms interchangeably—inadvertently or intentionally—is
nevertheless rampant. Only rarely do authors who have engaged in the practice (Tice &
Bratslavsky, 2000, p. 149) graciously issue a mea culpa (Tice & Wallace, 2000, p. 214).
There is agreement with regard to the dimensions on which moods and emotions
can be distinguished. According to Parkinson et al (1996, pp. 4-8), these include (the
mood pole in parentheses): duration (long), time pattern (gradual onset, continuous),
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intensity (low), and the specificity of cause (no particular event), and object (unspeci-
fied). No wonder William James wasn’t interested.

A key distinction—the extent of the physiological response—can be classified under
the intensity dimension. As just one example, when participants’ moods were instilled
by film clips in the study by Cantor and Zillmann (1973, p. 101), the maximum systolic
blood-pressure increase was 4.5 mm Hg; in contrast, the anger-induction procedure
used by Kone¢ni and Doob (1972) resulted in five times greater increases in pre-testing.

The difference between mood and emotion is perhaps the most striking when one
considers the kind and number of laboratory procedures by which moods have been
induced. One of them is Velten’s (1968): participants read statements and are asked
to experience the corresponding mood. Improbably, this technique is effective (cf.
Parkinson et al, 1996, p. 51). In fact, in one study (Slyker & McNally, 1991), a simple
instruction to ‘get into a mood’ (p. 37) was as effective as instruction + Velten, instruc-
tion + music (Schonberg, Prokofiev),.and instruction + Velten + music in inducing
‘anxious’ and ‘depressed’ moods.

25.5.2 Mood regulation

The central theme of mood research is the regulation of one’s mood (e.g. Isen, 1984;
Larsen, 2000; Zillmann, 1988, 2000), with most of the work devoted to the amelioration
of bad mood. Thayer et al (1994) identified 32 categories of methods of repairing a bad
mood; in the six-factor solution, music found its place alongside ‘engage in hobby’ and
‘humour’ in Factor 2, ‘seeking pleasurable activities and distraction’ (Table 2, p. 916).
Parkinson et al (1996) similarly mentioned over a hundred strategies of mood mainte-
nance and repair, among which was music.

With regard to theory, the initial work in mood regulation was limited to an excep-
tionally simple version of hedonism, sharing it with pop psychology and the self-help
industry.* Parrott’s (1993) discussion of motives to inhibit good moods (cf. Knobloch,
2003), and the demonstration, by Erber, Wegner, and Therriault (1996), that people
may adjust their moods downwards or upwards for the purpose of optimal self-
presentation, have not been a serious threat. The ‘hedonists’ (e.g. Larsen, 2000; Oliver,
2003; Zillmann, 2000) somewhat belatedly invoked ‘delay of gratification’ and claimed
that mood could be an instrument, rather than the end result: people prefer good total
outcomes to good moods (cf. Martin & Davies, 1998). For example, purposefully main-
taining a bad mood might help one offer condolences with more decorum. A pinch of
hypocrisy is thus added to simple hedonism.

4 Although the terms ‘mood regulation’ and ‘emotion regulation’ are often used interchangeably,
there have been serious attempts, such as that by Gross (1998, p. 276), to distinguish between the two;
moreover, Gross’s (1998, Figure 4, p. 282) ‘process model of emotion regulation’ has some useful
points of contact with PEEM (Figure 25.1 and Konetni, 1979, 1984, 2008). Another article on emotion
regulation that is relevant for mood-regulation issues is that by Cole, Martin, and Dennis (2004)—
especially in terms of these authors’ cogent conceptual criticisms and sound methodological advice.
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25.6 EFFECTS OF MOOD ON MUSIC CHOICE:
THE RESEARCH EVIDENCE

25.6.1 Inclusion criteria

The literature on music preference is numerically dominated by studies (almost exclu-
sively on adolescents or students) that report correlations between personality tests
(e.g. extraversion, the five-factor model, sensation seeking; see Chapter 24, this volume)
and music preference or music taste (reported retrospectively by paper and pencil).
In many other studies, the correlations are between music preference (usually overall,
but sometimes for a genre, or a theme, such as ‘lost love’, or an attribute, such as tempo
or dynamics) and some verbal measure, retrospectively given, of an issue of interest to
adolescents—drug use, loneliness, attitudes toward women and violence, being alone in
their bedroom, suicide risk, ‘romantic deprivation’, recklessness. There have also been
studies, starting in the 1950s and still going strong, that report correlations between
music preference and popularity among peers, and generally discuss the role of music
preference in young people’s self-identity, clique membership, perception of others,
and communication strategy. In many studies, music preference is related to some
aspect of marketing or to shopping preferences (see Chapter 32, this volume). Since cur-
rent mood plays no role in all these groups of music-preference studies—or at most a
peripheral, causally remote, poorly measured one—they will not be discussed further.

Pager-style (‘experience-sampling’) studies dealing with mood and music listening
are also outside the scope of the present chapter (see Chapter 18, this volume). Such
studies are preferable to most mood-and-music paper-and-pencil work because they
often yield useful information about the social ecology of music listening, but they
cannot provide any information on the causal flow among the variables. Mood is obvi-
ously not experimentally manipulated. And it is pointless to discuss distinctions in the
effects of mood, emotion, or attitude on the basis of such studies, because participants
use their respective implicit ‘theories’ of what these terms mean. In only one study
(Thompson & Larson, 1995, p. 735) was the focus exclusively on music listening as the
primary activity.

A study by Saarikallio and Erkkili (2007) attempted to develop a ‘grounded theory’
of mood regulation by music—relying exclusively on data collected in two 1.5-hour
group interviews with eight adolescents (with follow-up forms). Such an approach
shares many of the structural problems of the pager studies and has additional weak-
nesses. On balance, the richness of the collected anecdotal material seems more than
offset by the drawbacks of the approach.

25.6.2 Data

In an important laboratory study that examined music preference as a function of
induced moods, Cantor and Zillmann (1973) showed, in a 2 X 2 between-subjects
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design, pleasant vs. unpleasant X exciting vs. not exciting film clips to participants
who then rated three songs (that were equally liked in pre-testing) in succession. In
line with predictions that took the passage of time into account, hedonic contrast was
obtained for the first song, excitation transfer for the second, and no effect of mood
on preference for the third. The study showed how malleable, by mood, the liking
for a short piece of music can be: preference apparently reflects the different rates of
decay of components of mood. Note that the hedonic-contrast finding for the first
song matches, for unpleasant mood, the result obtained by Kone¢ni et al (1976) for
negative emotion.

It is essential to distinguish between stable long-term preference for a genre and
music attributes such as ‘intense and rebellious’ (Rentfrow & Gosling, 2003), on one
hand, and people’s choice among music alternatives in the presence of a mood, on the
other. In what was perhaps the first laboratory experiment on what they called ‘mood
optimization’, Breckler, Allen, and Kone¢ni (1985) used a forced-choice paradigm in
which participants listened to two minutes each of baroque music (mean ratings in
pilot studies: complex, soothing), twentieth-century avant-garde music (complex,
non-soothing), soft rock (simple, soothing), hard rock (simple, non-soothing), and a
350-Hz squarewave stimulus at 95 dB-A (rated aversive), for a ten-minutes total expo-
sure. Participants made a choice every 15 s, were in complete control of the sequencing
and chunking, and kept a tally of their choices; their individual pre-experiment liking
for the four genres was known. Of main interest was the participants’ strategy of self-
exposure to the five alternatives, especially how they dealt with and offset the aversive
stimulation.

The majority of participants chose the same mood-optimizing strategy: they
listened to all of the aversive stimulation early in the session (‘spinach first’), but did so
in short runs interspersed with short runs of their 2nd, 3rd, and 4th most-liked music.
It was, however, the 2nd most-liked soothing music that most frequently followed
the aversive stimulus immediately. Sessions were typically ended by long runs of the
best-liked music (‘ice cream’), which for most participants was soft rock.?

In this impressively complex and fine-tuned strategy (which strongly implies
non-automaticity of mood optimization), participants kept their most preferred
music for the final listening pleasure, away from aversion, even though for most
of them that final music was soothing and simple; they sacrificed the somewhat less-
liked soothing or simple music to offset the negative impact directly. With famil-
iar music—common in everyday life but absent in the Cantor and Zillmann (1973)
study—there is clearly a constraint on the malleability of music preference by transient
moods.

Experiments by North and Hargreaves (2000) supply another example of people’s
fine-tuned strategy of music choice. By varying tempo and loudness, two choice alter-
natives were created from the same music piece. While participants rode an exercise

5 Analogous results were reported by Breckler et al (1985, Experiment 2) for visual stimuli. In a
somewhat similar vein, Forgas and Ciarrochi (2002) found that people alternated their exposure
between mood-congruent and mood-incongruent stimuli in order to maintain mood within
reasonable limits.
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bicycle or relaxed, they matched the ‘energy’ of the activity that was requested of them
and chose predominantly ‘high-arousal’ music in the exercise group and ‘low-arousal’
in the relaxation condition. However, when (different) participants made selections
immediately after exercise or relaxation, mood optimization replaced energy match-
ing, so that people who had exercised chose ‘low-arousal’ music 71 per cent of the time
(see also Chapter 19, this volume).

Analogous results were obtained by Lai (2004) with forced music exposure.
Participants (elderly Taiwanese), who were apparently anxious prior to the period of
relaxation that was coupled with listening to music, rated the music that was associated
with the onset of recovery as the best. In addition, Dibben (2004), having exposed par-
ticipants to four 40-second Haydn and Mozart excerpts, found that they gave higher
ratings to their ensuing state if they had exercised prior to the music than relaxed; her
results supported the cognitive labelling and excitation transfer models in the domain
of mood.

Perhaps the most straightforward finding was obtained by Knobloch and Zillmann
(2002). They placed participants in a bad, neutral, or good mood by false performance
feedback, and then let them choose to what to listen over the next ten minutes; the
options—which could be sampled ad libitum—were high vs. low ‘energetic + joyful’
(EJ) Top 30 songs. Mean exposure to high E] music by people in bad, neutral, and good
mood, respectively, was: 5.25, 4.82, and 3.78 minutes.

Peoplein a bad mood, all else equal, will try to improve it (cf. Larsen, 2000)—including
by music with commonsensical ‘up’ attributes of tempo and lyrics. People in a good
mood can presumably afford to experiment—including with ‘sad’ music.

25.6.3 Mood and music: concluding remarks

There are constraints and subtleties in how mood influences music choice, but such
findings should not obscure what is undoubtedly a central fact: good-mood main-
tenance is less important than bad-mood repair (cf. Tice & Wallace, 2000, p. 215).
Whether one should therefore speak of a ‘scierrce of mood regulation’ (Larsen, 2000,
p- 129) is debatable. Knobloch and Mundorf (2003, p. 504) see it this way: ‘A cynical
speculation of future developments is the vision of a next generation of interfaces that
will probably decode the user’s mood and the corresponding music need from infor-
mation such as heart rate, body heat, and pupil width.’

Measurable perturbation of the mentioned indices is not characteristic of mood—
but there is no doubt that moods can be regulated, managed, adjusted, and optimized
by music exposure and choice. Strategies may vary in complexity and the degree to
which they are deliberate, habit-driven, or unconscious.

Thedeliberate choice of ‘sad’ music by listeners in neutral or sad moods hashere been
referred to only indirectly, in part because scarcely any solid data exist. It is ultimately
an issue for (psychological) aesthetics that should include other art and entertainment
forms, and more elaborate mood-optimization models (cf. Knobloch-Westerwick,
2006).
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25.7 AFFECT AND MUSIC CHOICE:
IMPLICATIONS

A chapter this author wrote 25 years ago (Kone¢ni, 1982) emphasized the importance
of studying emotional and cognitive factors in the social ecology of ‘listening to music
[given that listening] has become fully imbedded in the stream of daily life’ (p. 500).
The critique contained a call for music psychology to investigate ordinary people’s
interactions with music in the real world (pp. 497-502). It is gratifying to see that the
recent experience-sampling studies, despite their shortcomings, have been success-
fully grappling with the social ecology of music, and that Chapter 18 in this volume is
entitled ‘Music in everyday life’.

However, in the domain of the present chapter, a recent consequence of going ‘into
the world’ has been a paucity of ambitious laboratory studies. Large-scale studies are
needed of the effects of socially induced affect on self-directed exposure to authentic
music—categorized, on theoretical grounds, by structural and genre attributes. Also
sorely lacking are carefully controlled experimental investigations of the comparative and
combined effects of emotions and moods on the choice of music. As just one example,
it is of great interest to study the combined effects of socially induced emotion and
non-socially and semi-socially induced mood (by caffeine, alcohol, different types of
exercise, news, Internet use, humour, music with and without lyrics). Because mood-
driven exposure to music is a frequent (natural?) accompaniment to consumption,
information, and physical and entertainment activities, studying their combined
effects should be a profitable research endeavour.

Ekman (1994, pp. 56—7), Parkinson et al (1996, p. 9), Larsen (2000, p. 130), and
Siemer (2005, p. 817) have discussed the connections between emotions and moods.
Theoretically, of particular interest are similarly named states and situations in which,
for example, a ‘down’ mood may be experimentally shown to lower the threshold for
the full-blown emotion of sadness to develop when additional stimuli are presented.®
However, when the down mood and sadness are separated by days, is amelioration
more urgently sought in the case of emotion than mood? Is the ‘arousal’ aspect of a
musical stimulus relatively more important for the optimization of mood and posi-
tive emotion, and its ‘valence’ more important in negative emotional experience? In
addition to its intrinsic interest, people’s choice among carefully constructed music
alternatives may be the ideal vehicle by which to tease apart the subtle similarities and
differences among affective processes.

6 The idea that a mood may lower the threshold for the occurrence of a same-named emotion
(cf. Konetni, 19754, 1975b) should be distinguished from Ekman’s view that ‘it is as if the person is
seeking an opportunity to indulge the emotion relevant to the mood’ (1994, p. 57). The latter seems
to go too far toward treating moods as causes of an active search for emotion-arousing stimuli. Note
that in a study that appears to bear directly on these issues (Siemer, 2001), research participants who
had been placed in qualitatively different moods later, unfortunately, only judged brief hypothetical
‘emotional scenarios’, rather than experienced any actual emotion.
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