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Abstract

The purpose of this study was to survey the relationship
between music excerpts and emotion responses, including the
coefficient between familiarity and preference. Participants were 179
undergraduate students, non—-music majors and attendants of music
course for general education, from three universities in northern,
middle and southern Taiwan. Scale of Music Listening Emotion and Scale
of Music Preference were developed to investigate how different music
pieces may arouse different listening emotions. The stimuli were twelve
music excerpts equally classified into different categories: classical &
non-classical, instrumental & vocal, and stimulative & sedative. And
students should rate their listening emotion, familiarity and preference
about the excerpts. Four main results were as follows. (1) Nearly all
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excerpts can arouse two dimensions of listening emotions: happy-sad,
and agitated—calm; (2) Significant differences of emotional responses
exist in classical & non-classical, instrumental & vocal, and stimulative
& sedative music: (3) There is a positive relationship between familiarity
and preference; (4) Listeners with different familiarity and preference
produce different emotion responses.

Keywords: Music Emotion, Emotion Response, Familiarity, Preference,

Music appreciation

1. Introduction

The nature of music is to convey the innermost feeling of humans.
Long since ancient Greek, philosopher Plato had considered that
music has the power of cultivating the mind. His pupil, Aristotle further
asserted that rhythm and tune mirror one’s personality. They made
people mad and tender, as well as stimulate and moderate, and had the
function to purify emotions and sublimate feelings (Fong, 1997). That
is, music can arouse strong emotional experiences. While listening,
one formed a unigue individual music experience which affected the
development of one’s brain, body, and feeling (Reimer, 2005).

We can consider multiple definitions about feeling. Emotion as
a part of feeling was in psychological field related to the affective
aspect (Radocy & Boyle, 2003). It was an agitated body and mind state
including complex emotional response and physical change caused
by stimulation (Chang, 1992). Although emotional response belongs
to the basic level of music behaviors, it is a very important issue in
musical psychology. On the whole, musical elements that aroused
emotional response can be classified into four categories: (1) Structural
features, including acoustic wave, the amplitude of vibration, and basic
music elements like melody, tempo, rhythm, harmony, form, timbre,
etc; (2) Performance features, including technical skills, interpretation,
concentration, etc; (3) Listener features, including professional
disposition, preference, personality, mood and motive; (4) Contextual
features, including location and event (Gabrielsson, 2001; Scherer
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& Zentner, 2001). These are all indicative items that affect listening The Relationship
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studies, Eagle (1971; cited from Abeles and Chung, 1996) used five
pairs of bipolar adjectives to survey 274 undergraduate and graduate
music majors for their emotional responses of listening. He found
out that presentation order of music excerpts did not influence mood
response, but the mood before the listening did. A person responded
differently between vocal music and instrumental music. Besides,
Campbell (2005) in his Mozart Effect writing also pointed out different
music has different therapeutic effects and arouses different emotions.
Bruner (1990; cited from Crozier, 1997) inquired into the influence of
music 1o emotion and further pointed out that the essential elements
like tempo, pitch, rhythm, harmony, volume, may cause different
emotional responses.

In terms of listeners’ feeling, Radocy and Boyle (2003) based on
the concepts of contemporary psychology and music function, divided
music into two types: stimulative music and sedative music, and
believed that each has different effect. Stimulative music can stimulate
emotional responses and usually possess characteristics on rhythm
and dynamics, such as (1) more staccato, and accented notes; (2)
louder sound; (3) faster tempo. Marching and dance music are good
examples. Sedative music, on the other hand, referred to that which
can comfort and calm feelings and make people relax. Its music traits
are (1) sustained legato melody; (2) quiet and steady underlying beats;
(3) lower tempo such as lullabies. These characteristics will be the
indicators of the following music excerpts categorization.

In the relationship between music familiarity and preference,
literatures showed a positive correlation between the two (Fung, 1996;
Krugman, 1943; Zissman & Neimark, 1990). They further indicated
that popular music tended to elicit a maximal pleasantness degree
at an early repetition, while classical excerpts reached their affective
maximum during later repetitions (Bartlett, 1973; Lundin, 1967; cited
from Radocy & Boyle, 2003). Hargreaves (1984) studied the effects
of repetition on liking of music and proved the hypothesis of inverted
U-shape curve. That was, repeatedly listening would increase
preference, but when preferences rise to a certain degree, it may
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gradually go down. This change during the process depended on
different style which caused different results.

Besides, Hart and Cogan (1976; cited from Abeles & Chung,
1996) asked college—age listeners to identify the level of familiarity
with selected music excerpts and then responded to emotional verbal
scales for four musical selections. The result showed that the emotional
affective responses might be affected by gender and familiarity
interaction. Wheeler (1985) indicated that the interaction between mood
prior to the music and enjoyment of music was significant in predicting
mood following music. People in sad mood heard music they like would
have positive emotion whereas people in happy mood may gradually
have negative emotion after listening to music they do not like. Related
literatures seem to show that familiarity and preference have influence
on our mood and cause different emotional responses.

Most studies on music emotional response employed self-report
and physiological measures. The former mainly used to examine the
subjects’ effective responses, and the latter used machines to measure
physical responses toward music, such as heart rate, blood pressure,
skin conductance, etc (Abeles & Chung, 1996). We would use the
self-report technique in this study and explore listeners’ emotional
responses and their influential factors.

From above we know there are lots of studies abroad on music
emotion, however, there is a deficiency in our country. Therefore,
this study attempted to be groundwork for future research on factors
of music affecting emotion and help students use music to release
emotion. The subjects of this study were undergraduate students
in Taiwan who took music course for general education. By survey
method, we investigated the relationship between music excerpts and
emotional responses. The main research questions were as follows: (1)
What emotional responses were commonly aroused while listening to
music excerpts? (2) Did listening to different music types (classical vs.
non-classical, instrumental vs. vocal, stimulative vs. sedative) produce
different emotional responses? (3) What was the relationship between
listeners’ music familiarity and preference? (4) Did listeners’ different
familiarity and preference to music excerpts arouse different emotions?
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2. Method The Relationship

Between Music
Excerpts and
2.1_ Subjects Emotional Responses
of Undergraduate
Students

This study employed purposive sampling and selected
undergraduate students who took music course for general education
(N=179), 107 males and 72 females from three national universities
in northern (n= 40), middle (n = 71) and southern (n = 68) districts of
Taiwan.

The subjects of most literature studies on music emotion are
undergraduate students (Abeles and Chung, 1996). It is probably
because that students of this age possess better ability to correctly
examine their emotion, and thus can more truly reflect listening
emotion.

2.2. Instruments

This study asked students to fill out researcher—developed Scale
of Music Listening Emotion and Scale of Music Preference after listening
to twelve music excerpts.

2.2.4. Scale of Music Listening Emotion

This study mainly referred to the following four music affective
literatures to make the scale:

a. Hevner’s Adjective Circle (1936; cited from Radocy & Boyle,
2003) grouped 67 adjectives into eight consistent clusters: solemn,
sad, longing, calm, humorous, happy, agitated, and majestic. Each
cluster contained adjectives of approximately the same meaning. For
example, the adjectives bright, cheerful, gay, happy, joyous, and merry
were classified into the same category.

b. Farnsworth’s Modification of the Hevner Adjective Circle (1954;
cited from Radocy & Boyle, 2003) tested the internal consistency of the
clusters of Hevner's Adjective Circle and rearranged 50 of them into ten
more consistent categories: happy, fanciful, delicate, quiet, longing,
sad, sacred, majestic, agitated, and frustrated.

c. Bruner (1990; cited from Crozier, 1997) indicated that the most
common mood terms of listening to music were exciting, tranquil,
serious, happy and sad.
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d. Baumgartner (1992; cited from Crozier, 1997) classified listening
emotions into two dimensions: “pleasure-displeasure” and “degree of
arousal”.

Furthermore, Boyle and Radocy (1987) stated that the semantic
differential technique was more suitable in measuring music affective
responses than adjective checklists.

The researchers thus summarized the four classifications stated
above and also applied semantic differential technique to measure
the emotional responses of music listeners. The self-developed Scale
of Music Listening Emotion consisted of dimensions of happy-sad,
agitated—calm, humorous-serious, longing-depressed, and majestic—
delicate. Each dimension was tabulated into five—point scale. For
example, “happy” got 5 points and “sad” got 1. Other degrees in
between can be inferred in this way.

2.2.2. Scale of Music Preference

This self-developed instrument employed Likert-type scale to
investigate the degree of subjects’ familiarity and preference with the
twelve musical stimuli. For example, “strongly familiar” was allotted
5 points while “strongly unfamiliar” was given 1; “strongly like” got 5
points and “strongly dislike” got 1. Other degrees in between can be
inferred in this way.

2.2.3. Music Excerpts

The music excerpts selected for this study were based upon
informal survey of undergraduates’ music preferences, Taiwan’s high
school textbook series, and researchers’ teaching experiences. Twelve
music excerpts were selected, each to be played for the beginning two
minutes for the sake of research consistency. Music types included
six classical music excerpts (baroque, classical, and romantic) and
six non—classical music excerpts (pop, jazz, rock, Latino, and movie
soundtrack). Among them were equal excerpts of instrumental and
vocal pieces as well stimulative and sedative music as shown in table 1.

The rules of excerpting stimulative and sedative music were based
on Radocy and Boyle's (2003) categorization of music characteristics.
One which met two characteristics was classified as that type of
music. The classification of music is shown in table 2. Two teachers
who had research and teaching experience were invited to validate the
consistency of stimulate—sedative music classification with the author.
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One teacher whose specialty is music education is now a lecturer of
undergraduate general education; the other who is currently working on
his doctoral degree musicology is an experienced high school music
teacher. Kendall's coefficient of concordance was applied. The results
ranged from .718 to 1.0. Therefore, 12 selected excerpts were believed
to be representative and stable in terms of stimulative or sedative
music.

Table 1 Categories of music excerpts

Categories

Music excerpts A B c

Classical| Non—- [Instrumental | Vocal | Stimulative | Sedative
classical

1. Handel Messiah

“Halleluiah” © O ©

2. Bach “Airon G
String”

3. Mozart Die
Zauberfiote O O O
“Papagino Duet”

4. Haydn Symphony
No.101 “Clock” O O O
Mov.2

5. Saint—-Saens
Animal Carnival O O O
“Finale”

6. Gounod “ Ave
Maria”

7. Talwanese song:
Jiang—hui “Wife”

8. Japanese song:
Ken Hirai “The Old O O O
Clock”

9. Jazz music: “Winter
Wonderland”

10. Rock music: Bon
Jovi “You Give O O O
Love a Bad Name”

11. Festival Latino:
Ternura

12. Movie soundtrack:
Hayao Miyazaki O O O

“Castle in the Sky”
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Table 2 The music characteristics of stimulative and sedative music

Stimulative | music characteristics

Music excerpts /Sedative

a. more staccato, and accented notes
1. Halleluiah Stimulative | b. louder sound

c.faster tempo

. sustained legato melody
. quiet but steady underlying beats
. lower tempo

2. Air on G String Sedative

. more staccato, and accented notes

3 p ) . .
apagino Duet Stimulative _ faster tempo

. sustained legato melody
. quiet but steady underlying beats
. lower tempo

4. Clock Symphony Sedative

. more staccato, and accented notes
. louder sound
. faster tempo

5. Animal Carnival “Finale” Stimulative

. sustained legato melody
. quiet but steady underlying beats
. lower tempo

6. Ave Maria Sedative

. sustained legato melody
. quiet but steady underlying beats
. lower tempo

7. Wife Sedative

. sustained legato melody
. quiet but steady underlying beats
. lower tempo

8. The Old Clock Sedative

. more staccato, and accented notes

9. Jazz music Stimulative . faster tempo

. more staccato, and accented notes
. louder sound
. faster tempo

10. Rock music Stimulative

. more staccato, and accented notes
. faster tempo

. sustained legato melody
. quiet but steady underlying beats
. lower tempo

11. Festival Latino Stimulative

12. Castle in the Sky Sedative

OOV ITO|OTLITHIOTLD|IOTD(OCHDIOTTMIOCDDITO|IO OO

2.2.4. The reliability and validity of the scales

a. Test—retest reliability: This study used test-retest reliability to
examine the stability of Scale of Music Listening Emotion and Scale of
Music Preference. Subjects were 30 freshmen from a national university
in southern Taiwan. Two weeks after they took the first test, we
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administered the same test and got reliability of .12 ~ .78 in Scale of The Relationship
Music Listening Emotion and .09 ~ .86 in Scale of Music Preference. Most oot
items of scale showed significance (p <.05). However, the reliability Emotional Responses
did not quite meet the standard. Then, we consulted psychometric g Undergraduate
professional who explained that emotion does fluctuate and the test—
retest reliability was acceptable but had better to be used with caution.
b. Expert validity: For better validity, we invited three experts
of music education for consultation. Most items of the scales were
confirmed by the experts and some parts of the descriptions were
modified according to their suggestions. However, the experts
thought the five—paired emotional responses should be changed into
ten individual emotions. Since Boyle & Radocy (1987) indicated that
semantic differential technique was better than adjective checklist,
the five—paired emotions still remained in this study. Besides, they
suggested more music excerpts to be included in the instrument.
Taking time and students’ attention span into consideration, the study
kept the original number of music excerpts.

2.3. Procedure

To avoid interference by other variances, the scales were
entrusted to two researchers and one teacher to administer the scales
in a well soundproof audio—visual classroom in the day afternoon on
May, 2006. Two speakers were in the two sides in the front area of
the classroom. While listening to the 12 pre—recorded music excerpts,
participants followed four steps of instructions. First, they listened to 12
music excerpts which were sequenced randomly. Second, each excerpt
lasted for 2 minutes and the interval time was 30 seconds. Third,
no background information about the excerpts was provided. Last,
participants completed the Scale of Music Preference first, and then fll
out Scale of Listening Emotion.

2.4. Data analysis
This study used SPSS12.0 to process data input and data

analysis. Descriptive statistic of means, paired sampling test, Pearson
product-moment correlation were statistical methods utilized.
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3. Results & Discussion
3.1. Emotional responses of listening to music excerpts

Listening emotions were classified into three levels based on the
mean score. Taking “happy-sad” as an example, mean scores ranging
from 3.5 to 5 showed the inclination toward the happy emotion and
from 1 to 2.5 were geared toward the emotion of “sad”. And the score
between 2.6 and 3.4 stood for medium which meant neither happy nor
sad emotion was produced and classified into “none”.

Table 3 Listening emotion ievels

Emotion categories
Mean happy agitated humorous longing majestic
-sad —calm —serious ~depressed —delicate
3.5~5 happy agitated humorous longing majestic
26~34 none none none none none
1~25 sad calm serious depressed delicate

Based on table 3, emotional responses of each music excerpt
were marked out mean scores in table 4. Total numbers were between
164 and 170. Each music excerpts evoked different emotions. For
instance, Halleluiah evoked happy, agitated, serious, longing, and
majestic emotions. Air on G String, on the other hand, made people
feel sad, calm, serious, and delicate. But in the category of “longing—
depressed”, there was no obvious emotional response observed.
Moreover, from the five—-paired emotions, we can see over 91.67%
music excerpts produced “happy-sad” and “agitated-calm” emotions:;
about 66.67% music excerpts produced “longing—depressed” and
“majestic—delicate” emotions; but only 58.33% music excerpts
produced “humorous—serious” response.

Thus, almost all music excerpts had aroused “happy-sad” and
“agitated-calm” emotions. Literature has shown that emotion was
a temporary state including two dimensions: positive-negative and
arousal dimensions (Schubert, 1996). “Positive— negative” echoes
“happy-sad” dimension whereas arousal is similar to “agitated-calm”
dimension, which supports this result.
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Table 4 Mean scores of emotional responses

Emotional Responses (M)
Music Excerpts happy agitated humorous longing majestic
—sad ~calm —serious —depressed | —delicate
. happy agitated serious longing majestic
1. Halleluiah 4.03 3.80 2.33 4.04 4.40
. . sad calm serious non delicate
2. Air on G String 23D 1.76 2 50 268 1.85
. happy agitated humorous fonging non
3. Papagino Duet 4.17 3.82 413 4.14 3.26
happy calm non non delicate
4. Clock Symphony, 5 5y 217 3.25 3.27 023
5. Animal Carnival happy agitated humorous longing majestic
“Finale” 4.56 4.44 4.13 4.49 3.69
. sad calm serious depressed delicate
6. Ave Maria 2.21 2.08 2.16 0.48 2.23
7 Wife sad calm non non delicate
' 2.43 2.39 2.62 2.97 2.08
non calm non non delicate
8. The Old Clock 274 2.08 281 3.11 213
. happy agitated humorous longing non
9. Jazz music 4.23 3.64 4.26 4.02 2.82
. happy agitated non longing majestic
10. Rock music 4.04 479 3.48 4.61 4.38
. . happy non non longing non
11.Festival Latino 3.60 3.47 3.46 3.88 3.03
. sad calm serious depressed delicate
12.Castle inthe Sky | 4 gg 68 2.12 2.35 1.79

3.2. The differences of emotional responses caused by music excerpts

3.2.1. The emotional responses to “classical” and “non-classical” music
Table 5 presents the results of paired sample test of emotional
responses to classical and non-classical music. We found that the
major difference lied in the categories of “happy—sad” and "majestic—
delicate” (p < .001). Classical music tended to cause happy and
majestic emotions. In related studies, Lin (2006) surveyed junior high
school students and pointed out that pop music can modulate negative
emotion and was more significant than other music excerpts. Besides,
Scherer, Zentner & Schacht (2002) indicated that music structure was
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The Relations]lip

ooty more important for emotional responses when listening to classical
Excerpts and music than non-classical music. Therefore, we can see classical and

Emotional Responses

Ul non-classical music seemed to evoke different emotional responses,

Studente but more studies are needed to investigate variables such as music
elements and music style.

Table 5 Paired samples test of emotional responses to classical and non-classical

music
Mean of
Emotional Responses paired df t
differences
Pair 1 | classical /happy - non-classical /happy .32311 162 | 7.102%%x
Pair 2 | classical /agitated - non—classical /agitated .00308 161 .081
Pair 3 | classical /humorous — non—-classical /humorous | —.03333 159 | -.867
Pair 4 | classical /longing ~ non—classical /longing .05104 159 | 1.295
Pair 5 | classical /majestic — non—classical /majestic .23602 160 | 5.404%xx%

wrx P <001

3.2.2. The emotional responses to instrumental and vocal music

Table 6 shows that listening to instrumental and vocal music
generated different emotional responses. There were significant
differences in “agitated-calm”, “humorous-serious”, “longing-
depressed”, and “majestic-delicate” dimensions (p < .001). There was
no difference in “happy-sad” dimension. Ali & Peynircioglu (2006)
presented that listening to music which had no lyric tended to generate
positive emotional responses like happy and calm. But when the music
added lyrics, it tended to evoke negative emotions like sad and anger.
It showed that lyrics can be a factor that affects listening emotion.

Table 6 Paired samples test of emotional responses to instrumental and vocal music

Emotional Responses MZ%?@?;npfgsed df t
Pair 1 | Instrumental /happy - Vocal /happy 07157 162 1.698
Pair 2 | Instrumental /agitated ~ Vocal /agitated -.29321 161 | =7.912%x%
Pair 3 | Instrumental /humorous— Vocal /humorous .36875 159 9.652xxx
Pair 4 | Instrumental /longing — Vocal /longing -.15313 159 | —4.158%xx*
Pair 5 | Instrumental /majestic — Vocal /majestic -.50932 160 | =12.94 1%+

*xx 2 <001
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3.2.3. The emotional responses of stimulative and sedative music The Relationship
Table 7 shows that while listening to stimulative and sedative ﬁxL“Md
music, listeners demonstrated significant differences in “happy-sad,” Emotional Responses
“agitated-calm,” “humorous-serious”, “longing—-depressed”, and
“majestic-delicate” dimensions (p < .001). Because all five-paired
emotions showed significant differences, figure 1 further compared
their means. The results seemed to suggest stimulative music was
easier to cause happy, agitated, humorous, longing and majestic
feelings while sedative music tended to generate sad, calm, serious,
depressed and delicate emotions. Other related studies (lwanaga &
Moroki, 1999; Radocy & Boyle, 2003) also pointed out that stimulative
and sedative music can have different effects on listeners. Stimulative
music can stimulate emotional responses whereas sedative music can

comfort, calm and release feelings.

of Ululergraduate

Students

Table 7 Paired samples test of emotional responses to stimulative and sedative music

Mean of
Emotional Responses paired df t
differences
Pair 1 | Stimulative/ happy — Sedative /happy 83742 14.028%%+ | 162
Pair 2 | Stimulative/ agitated — Sedative /agitated 195988 36.323#%++ | 161

Pair 3 | Stimulative/ humorous— Sedative /humorous 1.04792 21 953xx% | 159

Pair 4 | Stimulative/ longing— Sedative /longing 1 43646 31.573%x+ | 159
Pair 5 | Stimulative/ majestic- Sedative /majestic 155072 31 496%%+ | 160
xxx P < 001
5
4
& 3 stimulative
(O} .
=0 7 sedative

L o .

Happy— Agitated— Humorous— Longing— Maje.stlc—
Sad Calm Solemn Depressed Dedicate

Emotional responses

Figure 1. Emotional responses comparison of stimulative and sedative music
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3.3. The relationship between familiarity and preference

3.3.1. The distribution of familiarity and preference

Based on mean scores, table 8 classified dimensions into three
levels: high familiarity /preference, medium familiarity /preference and
low familiarity /preference.

Table 8 Levels of familiarity and preference

Mean Familiarity Preference

3.5~5 High high
2.6~3.4 medium medium

1~2.5 low low

According to table 8, the study tabulates the levels of familiarity
and preference together with the mean scores of each music excerpt
in table 9. In the aspect of familiarity, the result showed that the most
familiar excerpts to undergraduate students were Halleluiah, Castle in the
sky, Wife, The old clock, Animal carnival “Finale”. They were pop music,
movie soundtrack, background music in a commercial and music
commonly heard in our daily life. Music excerpts that had low familiarity
were Clock symphony, Papagino duet, Jazz, and Festival Latino. It showed
that undergraduate students were less familiar with classical and
multicultural music. In the aspect of preference, seven music excerpts
reached high preference level. The top five preferred were Castle in the
sky, The old clock, Wife, Air on G string, Festival Latino. There was no low
preference excerpt. This meant undergraduate students accepted all
types of music and especially preferred non—classical music, such as
pop music, movie soundtrack, and background music in commercials.
On the whole, the total average of preference (M = 3.67) was higher
than that of familiarity (M =3.35), which implied that undergraduate
students had high acceptance of various kinds of music.

In figure 2, except for Halleluiah and Wife, the averages of
preference were higher than familiarity or the averages of the two were
very close. This shows undergraduate students have high preference for
various types of music and are willing to accept all kinds of unfamiliar
music style.

IndJAE 51 © NTAEC 2007
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Music Excerpts Familiarity Preference
Mean Level Mean Level
1. Halleluiah 4.52 high 3.49 medium
2. Air on G String 2.94 medium 3.73 medium
3. Papagino Duet 2.34 low 2.99 medium
4. Clock Symphony 2.31 fow 3.43 medium
5. Animal Carnival “Finale” 3.54 high 3.68 high
6. Ave Maria 2.89 medium 3.16 medium
7. Wife 4.41 high 4.16 high
8. The Old Clock 4.34 high 4.26 high
9. Jazz music 2.51 fow 3.56 high
10. Rock music 3.41 medium 3.43 medium
11. Festival Latino 2.55 low 3.70 high
12. Castle in the Sky 4.47 high 4 .50 high
Average 3.35 3.67
5
4
5 38 —o— Familiarity
(]
= 2 - Preference
1
0 X ' < N I (4 ' \Y] 8} o
N & & &,\\\A’b W é\o%\ & é\\?\
y o0 ¥ F e PP & QY
R \ﬁ\\ & oF \&(\z <& P o < S P
\& g \Q X Q @Q N Q X C)(b
q,\-?\ %Q Q\O ?S\ /\,\(o %5 RN %
Music excerpts

Figure 2 The distribution of familiarity and preference

3.3.2 The relationship between familiarity and preference
This section focuses on exploring the relationship between
familiarity and preference. Instead of taking analysis on individual
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excerpt, the study calculated the Pearson product-moment correlation
coefficients on the twelve music excerpts as a whole. Pearson
correlation coefficient was r = .485 and reached significance (p < .01),
which meant a positive relationship between familiarity and preference
existed. That is, the higher the familiarity, the higher its preference is,
and vice versa. Other literatures (Krugman, 1943; Zissman & Neimark,
1990; Fung, 1996) also have similar results.

3.4. The influence of familiarity and preference on music listening
emotion

3.4.1. The differences between familiarity and emotional responses

Table 10 shows that different familiarity would generate different
responses in four-paired emotions (p < .001): agitated-calm,
humorous—serious, longing—depressed and majestic-delicate. Hart
and Cogan (1976; cited from Abeles & Chung, 1996) also indicated
that familiarity was one of the factors that affect emotional responses.
Ritossa & Rickard (2004) pointed out that besides pleasantness and
arousal, familiarity was an important factor that can predict listening
emotion. They presented familiarity were positively correlated with
arousal and pleasantness, so people tended to generate positive
emotion toward familiar music and negative emotion toward the
unfamiliar. Hence, familiarity seems to be an essential factor in listening
emotions.

Table 10 Paired sample test of familiarity and emotional responses

Mean of
Paired Sample paired freedom t- score
differences

Pair 1 | familiarity — happy / sad 48148 161 .829
Pair 2 | familiarity — agitated / calm 4.22981 160 7.192%%%
Pair 3 | familiarity — humorous / serious 3.37736 158 5.902%%+*
Pair 4 | familiarity — longing / depressed -1.71069 158 —3.054%%*
Pair 5 | familiarity — majestic / delicate 48148 159 10.852x%%*

*xx P <001

3.4.2. The differences between preference and emotional responses
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Significant differences were observed for preference (p < .001) in
five emotions: happy—sad, agitated-calm, humorous—serious, longing—
depressed, and majestic-delicate (Table 11). Wheeler (1985) mentioned
that preference for music and emotion before listening can predict
the emotional responses after listening. Sad people listening to high
preference music can generate positive emotion while happy people
listening to low preference music would gradually generate negative
emotion. Thus, preference can affect listening emotion. However, the
emotion before listening was not a variable of this study, and thus no
research control was conducted for it.

Table 11 Paired sample test of preference and emotional response

Paired Sample MZ?}?;;?Ca;rsed freedom t— score
Pair 1 |preference - happy / sad 4.36943 156 11.069%%x
Pair 2 | preference — agitated / calm 7.85897 155 17.361 %%
Pair 3 | preference — humorous / serious 7.19481 153 18.270%%%
Pair 4 |preference — longing / depressed 2.10390 153 5.020%%%
Pair 5 |preference — majestic / delicate 10.29677 154 21 126%%%

*xx P <001

4. Conclusions & Suggestions

4.1. Conclusions

Limited by the number of music excerpts and subjects, this
study can only produce preliminary conclusions from surveying 179
undergraduate students for their emotional responses to the twelve
music excerpts. We propose four conclusions as follows:

4.1.4. Music can arouse emotional responses. Among them, “happy-
sad” and “agitated-calm” are most common. Almost all music
excerpts can arouse these two emotional dimensions.

4.1.2. There are significant differences of emotional responses in
listening to classical vs. non-classical, instrumental vs. vocal, and
stimulative vs. sedative music. Especially in listening to stimulative
music, listeners tended to have happy, agitated, humorous, longing
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and majestic responses whereas when listening to sedative music, they
easily generated sad, calm, serious and delicate emotions.

4.1.3. Music familiarity can affect preference (r = .485). There is a
positive correlation between the two. That is, when familiarity is high,
so is preference.

4.1.4. Different familiarity with and preference for music will cause
different listening emotions.

4.2. Suggestions

According to the conclusions above, the study brings up
suggestions for educational practices and future study.
4.2.1. Educational practices

a. Use music to lead students to positive emotions: In teaching,
teachers can make use of the great influence of music on emotion and
teach students to cultivate the ability in managing their own emotion.
Students can try to use music to alter mood and make their own music
excerpts to increase EQ.

b. Use familiar music to inspire leaning motivation. Music listening
is highly related to emotional responses. Thus in designing music
curriculum, teachers can utilize familiar music in dalily life as a starting
point to inspire learning motivation and further to motivate learning
other related knowledge to cultivate good music capacity.

4.2.2. Future study

a. More detailed classifications of music excerpts. This study only
used three main music types: classical vs. non—classical, instrumental
vs. vocal, and stimulative vs. sedative music, and did not further deal
with instrumental timbre or the lyrics of the vocal music. Future study
can do more detailed classifications of music excerpts to grasp the
influence of different music style and music elements such as rhythm,
tempo, melody, timbre, etc.

b. Add more music excerpts or consider their representative level.
This study only exploited twelve music excerpts which covered different
types of music. Future study can add various kinds of music to verify
this study’s results.

c. Adopt other reliability and validity measures on research
instrument. This study used test-retest reliability and expert validity. To

InJAE 5.1 © NTAEC 2007



s=The-International:Journal-of Arts:-Education:«

make the scale more objective, future study can do internal consistency The Relationship

. . . Between Music
or alternate form reliability, and refer to more references to establish Eocomnt and
content validity. Emotional Responses

. . . . of Undergraduate
d. Add more samples. Limited by time and expenses, this study St

only surveyed a small group. Future study can use random sampling to
obtain more objective study results.

e. Take listeners’ emotion before listening into consideration.
Wheeler (1985) pointed that the mood before the listening may affect
listening emotion and suggested future study to survey students’
emotion before listening. Thus, the emotion before listening could be
an important study variable.

f. Find out more influential factors about listening emotion. Schere
and Zentner (2001) specified that the main factors that affect listening
emotion were structural, performance, listener and contextual features.
This study only focused on emotional responses to different types of
music. Future study can investigate other factors to construct a more
solid theory.
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'Qﬂ“?%SFﬁFU’TJfF" EEHR B S %EBE!’JE{EH‘JF?F%%}X@EP’H T HL B IR
P GERE PR - SETTAR AR AR B > B3R TR BN TIREy — IRy | -

U HERERS — MBI &SRS _E (p<.001) » FEARA SR -+ B 88 b » tysh
B AL B AR I SR B RAINY (54 - FEBRRFFZE ST MRE 57 (2006) $E]
R A YIRS SN E R T IR e B E SR ET T AT O IR - LIS A I oy o
#F% - IOt TEE ST B S HE SO FE | > Scherer ~ ZentnerBi Schacht (2002) #8H
SRR R LI p vy I S B B B T o S M B S SR Y B 2 o iy T ey B B e i,
B LEH S B FIRY TSRS » (TR A H BT Fe ST o S T 28 Bl S A S i
(A ERC PN S

5 MBI R ILE S | (RS S RERE AR AN t 5 B

[HHE S ARz Bl R t{E
Pair 1 g — et gy 32311 162 7,102
Pair 2 T — JET M) 00309 161 081
Pair 3 T ELEYER — JE iy -.03333 159 -.867
Pair 4 HTEREET) — JET S 05104 159 1.295
Pair 5 FrHLRE — JETuLRe .23602 160 5.404%*
#HE p <001
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(D) TEsséhel i gedh | nIERa e REAE SR
ot L e YOS I G L A S ) o e TN 2 ATRHTT S
FHEE O ETAE ST - By B o G i B A Gl R 2o e AR R [E] B TR S > A

TIEENTY — TR~ TEEERY — BERR Y ~ TEAEDRY —VEEERY - THERERY — SR

I PUE SRS R - 2R IR BRI 2= B (p<.00D) {34 T84 — 3559,

S FE_Ffiss B - T Al Peynircioglu (2006) BWFZe iR By Bk Ea 5 44n 5

e 2 TE IO RS I HE » P AT S B (B AE F S_ksA) AR e 2
IR IR BEAR - ph L T B B A B e O B e T

FERSZ > SR A s B I B R R I SR -

226 TARHLELE LD ) TR DEAHRERA 1 B

TR FEMERE SR EEE)Es t il
Pair 1 DRI — BRSO 07157 162 1.698
Pair 2 SRESIE) — WS -29321 161 279125
Pair 3 SR, — R 36875 159 9.652%
Pair 4 BRG] — RRLEELL] -.15313 159 -4.158%*E
Pair 5 BRGGHRE — LR -50932 160 12,9471k

(=) "B EREEE R L | FUTRRESE
PO 57 R By B AU ) 2 S G T R Gy - A TR SR — AR Y L

CUENET— SRR ~ TR — B AR R - TERY —IETRAY ) ~ THRERY — AR
HY ) TSR B IR B 2R B (p<.001) - EHATE LI S A A B
F7E B - L — 25 L A > BN B SR B H R e A TR A
BT ~ VDY ~ AR ~ BRI ~ SHEREIRG R - TS B SR B e AR ARG Y »
ZHFEY ~ BGRRAY ~ ISR ~ IR TERE - Bt AERRTT 92 (Iwanaga & Moroki, 1999+
Radocy & Boyle, 2003) s Bh Bl gl i HU B S m S B N R 0CR -
VB SR TR S I - TSR 2L HI B, ~ TP AL AR T -

T TARLREUSLEAn | (SRR AR IR A

T RS | EdE i
Pairl | — HREbE il - T
Pair2 |y — SR 195988 o .
Pair3 | mm — SUEHA: 104752 S =
Pard |y — SUEAY) 143646 Ml a
PairS | R — SUEHER 12072 S -
% p < 001
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Rl (BED KTk (B3 B Bvk () =

2

8 PR B SR R S AR
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35~5 [ (=
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9 > RN NEHINS R 174-178 4] - FERNE L JTTAT - FHBORE T AT B A B A i e
FERTZEHRR S (I BRREEE) - CRZEZIR) ~ (FR&) ~ (EErKE) - (Fy
TEERED) EEZRIITESS  ERiig SRS R IERI S T EHGRRE
AOZEHR AR RS IS AN ) ~ (BERR) ~ (E-L4%) - (hr TEBE) - FREEATAK
SR B T I E SR T B R R - SONA B E A A E S EE
FERISEHR - RTTLAARS CRZEZI) ~ (BRI - (Rik) ~ (G2 ~ (FI
TEER) - W RE R BOISEH] o TR RS A B IR T B 4 AR T ~
R SIS - (BT S EE R (RI9ME3.07) EmtEeRE (HEZREE
3.35) » AT RRE A B A BRI S 2 12 S EE I E S AR EE I
Seh B > BETHESER_ BB BRIZ RO MBS EINE » IR R 224 BRI & G4 -
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9 PR E RS E O R REBAE G R BY
p—— pe— SRR TSE
i El = S
FHHE (M) pic)i s BEE (M) piclic
1. W ERESEE 4.52 = 349 M
2. GRLZ 3R 294 r 3.73 =
3. MEH 2.34 i 2.99 e
4. g 2.31 1K, 343 i
5. BT ES 3.54 =1 3.68 =1
6. BEIIAE 2.89 s 3.16 B2
7. Fi% 4.41 = 4.16 =
8. T A S 4.34 = 4.26 =1
9. F3-ge 2.51 15 3.56 &
10. Heigigs 3.41 &S 3.43 el
11. Bi TS 2.55 1K 3.70 =
12. K222 3 4.47 = 4.50 &
HEafE 3.35 3.67
FRERFTHEIRERT (WS EERSEE) B (2% ) b LS ZR B AR
SR > N R R IR BEUT BRI BB AR A R A R S E R S
LEFANEE D 2 R RE N BN GRA SE H JRUA -
. '\ . = / ,
e ... | & %Efg
& B & o & B W S
@@ GV @\gﬁ& & %%\ Q)@S \Q\é& RS ,5f~5/
N i @@ (g@ N ,\‘L
Ep
(B2 50 5 B A PR S5 RS I
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FE R B B I ER SR AT » T B A I R A M 1
BRI AR RIL £ = 485> FLEEBIBEEKHE (p< 0D » T RLAGEES
G i S B TEAIN SR B S - AR - B R
H

SO SR PSR BRI > PR AT - AHRAR et IE HERT
=
T

Ry

HEIIEAR (Krugman, 19435 Zissman & Neimark, 1990 Fung, 1996) - 5 ErAHT
FEHIAGER -

2

~ PR R RS B R R S MR S22

(—) NEPE B SR e 2= 52

IS 43 TR DAS B (A - i S4B B M AR AR A o > 3%
109845 BEUR IS E R S AR R AR > G TE U B R 8 AR R
J& (p<<.001) » 535 " BBy —Z5a5RY ) ~ TIEMERRY — BRAR Y, ~ TRy —H 3R
B9~ THRERS— #8809 ) - HartB2Cogan (19765 5 [ Abeles & Chung, 1996) FURF %
BRI R R S S FER R ZR 2 — - RitossaBERickard (2004) HITHFEEEEE
HEER T IR (pleasantness) ~ WARE (arousal) B s 2R BN B (A2 ) BGRREE
FE TR R B SRR AR B Tl BN TEAHRH - B B TR TEAERE
MNPEETA PRI SE i & 2 A= IR M B S HE - BIAN BRI S HIE A E A &
FIRITE RS © ERELAT B, AR s N B IS R S R B R 3R -

10 ARIERIS TR B IR At 5 R

LB XN TEMRZE SR = E t{E
Pair 1 BUREE — hag  AElG 48148 161 829
Pair 2 BIRE — W) 422981 160 7,195
Pair 3 SR — Wk A 3.37736 158 5,902
Pair 4 R — B IS -1.71069 158 23,0547
Pair 5 SRR — REL AT 48148 159 10,8527+
s p < 001

(=) T B B R S S
PRI N MR - 2 | T BRI B B R B
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<.001) > Wheeler (1985) FaHH ¥ 5 44 14 555 e BELHG BT 1555 ':‘JJ//LLH(H”E‘D‘ (1%
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K11 EEE RS B GRS S IR A B B

FEgAEA Bt T P t i
Pair 1 — s e 436943 156 11.06975
Pair 2 5 — il IR 7.85897 155 17361
Pair 3 R — gk B 7.19481 153
Pair 4 BT e 2.10390 153
Pair 5 Eoapr — R 10.29677 154 21.126%%
% p <001
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~ i
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