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1. Introduction: Music Psychology Research
in the Western Balkans and Western Europe

Blanka Bogunovi¢, Renee Timmers, and
Sanela Nikoli¢

The psychology of music is a flourishing field of research that uses
interdisciplinary methods to investigate music perception, cognition,
emotion, and performance in everyday and expert musical situations.
It is a broad research area in the range of questions and topics that
it addresses and the research methods that it employs. Ultimately
however, these aspects are interlinked in aiming to understand what it
is that makes musical encounters meaningful, accessible, individualised
but also united. This volume addresses some of that breadth of thinking
and understanding of the psychology of music. In its coverage, it is not
unlike other review volumes on the psychology of music in addressing
key themes related to popular topics such as musical learning and
skills, emotions in musical experience, and aesthetic appreciation of
music. It is, however, distinct in giving centre stage to research that is
often overlooked due to geopolitical and linguistic reasons, in this case
research that has been conducted in the Western Balkans.

The great majority of books published in the field of psychology and
music come from Western Europe, the United States, and Australia,
presenting comprehensive themes and works by prominent authors.
These geographical areas tend to be over-represented, and work in other
regions is relatively neglected. Studies by authors from the Western
Balkans are scarcely presented in chapters of comprehensive books
primarily because the research activities from this region are on the
edge of international scholarly attention. Such restriction of attention
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has the danger of marginalising alternative perspectives offered by less
dominant research cultures, reducing diversity of perspectives, debate
and richness of understanding, a theme that is further discussed in the
concluding chapter of this book (see Chapter 17 in this volume).

This book confronts this problem and aims to promote research from
the Western Balkans, addressing the urgent issue of rebalancing the
unevenness in scholarly dissemination that is influenced by language
and associated regional privileges. The book presents work from both
regions—the Western Balkans and Western Europe—in order to reflect
the positionality of the research and to make complementary ties visible.
As such, the book contributes to the understanding of cross-cultural
perspectives on the psychology of music by presenting current research
developments from two localities that both have strong research
traditions in the psychology of music but have had limited systematic
exchange. Further, this conception introduces the reciprocal interaction
between researchers from two areas with diverse scholarly, academic,
and music practice developments and backgrounds. It enables synergies
of perspectives and promotes collaboration between the two regions.
It encourages authors from the Western Balkans and advances the
development of the psychology of music in the region by increasing the
visibility and viability of research and possibilities for its application.

This book was conceived following a successful international
conference on the psychology of music in Belgrade, Serbia, that hosted
a large number of presentations by Western Balkan authors alongside
authors from Europe more widely and authors from further afield. It
made us realise that the psychology of music is in fact growing also
in the Western Balkans, and that this research has overlapping themes
with general trends in this research area, but also has some distinct
interests and specialisms that offer a rich background in investigation,
which is often being missed in the broader international literature. With
this book we provide an enhanced platform, with the hope this research
will find its justified place in the discipline and that its findings and
implications will be employed to inform and increase understanding
and thinking in this area and steer future directions.
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Background of the book

The idea for this book originated after a chain of events, starting
with the challenge issued by John Sloboda at the occasion of the 25th
anniversary of the European Society for the Cognitive Sciences of Music
(ESCOM, n.d.), who called for broader participation in publishing and
ESCOM membership, particularly from those European countries with
initial low participation rates (Sloboda & Ginsborg, 2018). The call
was responded to by Richard Parncutt (ESCOM president 2015-2018)
and Renee Timmers (ESCOM president 2018-2021), who launched the
ESCOM Regional Development Initiative (Parncutt & Timmers, 2017)
intending to promote the psychology of music across Europe, and to
connect pockets of expertise bringing visibility to regional research
activity.

In 2018, Blanka Bogunovi¢ became ESCOM regional representative
for Serbia and set out to organise a local conference. She joined forces
with Sanela Nikoli¢ to create a dynamic network of academic, research
and applied music and psychology institutions that provided the
quintessence of interdisciplinarity—involving the Faculty of Music,
University of Arts in Belgrade (the main organiser), the Institute of
Psychology, the Faculty of Philosophy, the University of Belgrade and
the Music Psychology Section of the Serbian Psychological Society.
This led to two international conferences on Psychology of Music—
Interdisciplinary Encounters (PAM-IE Belgrade 2019, n.d. and PAM-IE
Belgrade 2022, n.d., chair Blanka Bogunovic¢), bringing together regional,
European, and inter-continental researchers and practitioners from 22
countries. Representatives of ESCOM gave support and added value
through their presence and keynotes, thus promoting the event. This
included John Sloboda, Renee Timmers (then ESCOM president), Jane
Ginsborg, and Richard Parncutt, at the first conference, and at the second
conference Andrea Schiavio (ESCOM president 2021-2024), David
Dolan, Alexandra Lamont, and Heiner Gembris. The vivid response
and rising interest in the Western Balkans region for the psychology
of music and PAM-IE conferences resulted in the establishment of the
Regional Network Psychology and Music (RNPaM, n.d.) foundation in
2020, which now gathers colleagues and students from the countries
of former Yugoslavia, with a broad interdisciplinary background. In its
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three years of existence, the enthusiasm of the members brought forth
several joint projects, conference presentations, and publishing. One of
the joint projects is this book. The Western Balkans authors are members
of the RNPaM. The international authors are ESCOM representatives
who presented at the conferences.

At the same time, this book connects to the legacy of the beginnings
of ESCOM, namely publishing books after conferences (e.g., Deliege
& Sloboda, 1996, 2004; Deliege & Wiggins, 2006) to spread knowledge
and promote music psychology research; and to share a vision of
‘combining approaches from the arts and humanities, as well as
sciences’ (Sloboda & Ginsborg, 2018, p.17). The ideas of the ESCOM
founders evolved over 25 years, spreading geographically through
semi-virtual conferences, including countries from four continents
(ESCOM-ICMPC 2018, 4 hubs, chair Richard Parncutt) and later, a
fully virtual joint conference which provided an interdisciplinary and
intercultural platform jointly organised across 8 hubs (ESCOM-ICMPC
2021, chair Renee Timmers). This fruitful seed was also planted in the
Western Balkans region. Before we explain the main outline of the book,
we will briefly sketch its broader context: the research that has been
developing and expanding in the Western Balkans that researchers in
music psychology should note.

History of the psychology of music in the Western Balkans

Therefore, we now direct our attention to the development of the
psychology of music in the Western Balkans region to outline the
beginnings and expansion of the discipline, since that is not well known.
The Western Balkans region here refers to the countries of Southeast
Europe that were previously part of former Yugoslavia—Bosnia and
Herzegovina, Croatia, Montenegro, North Macedonia, Serbia, and
Slovenia (Mazover, 2002). They have their shared past, but since the
1990s have evolved independently, including in terms of research on
the psychology of music. Before 1990, there was a high level of mutual
knowledge exchange and information sharing between these countries,
as they were, since 1945, the equal parts of one state, the Socialist
Federal Republic of Yugoslavia, founded after the Second World War.
The idea to build a socialist society, in part through the empowerment
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of cultural and educational life, induced new education and child
development policies. Schools were thus envisioned in the public space
as the origin of social modernization, and they engaged numerous
experts in the fields of psychology, pedagogy, film, art, literature, and
music (Petrovi¢ Todosijevi¢, 2018). Hence, psychology and pedagogy
courses were gradually, from the 1950s, broadly integrated into the
music higher education institutions (MHEIs), which were always a part
of universities.

Research and publishing in the psychology of music at MHEIs
has been accelerating since the 1970s due to the dedicated work and
charismatic endeavours of a few scholars, particularly in Serbia and
Croatia. After 2000, educational and research pursuits included
psychology and music in various university departments, with a strong
jump in academic growth after 2005, which was based on the input of
the previous generation, especially by Ksenija Rado$, whose work was
well known in all former Yugoslavian countries. The second reason was
certainly the European-wide development of the psychology of music
since the 1980s, especially in the United Kingdom, where the work of
John Sloboda laid the path for new generations and new developments,
which served as exemplary. Psychology of music and related courses
became more often part of curricula, either as obligatory or elective
courses, in various regional universities in the Western Balkans, which
continue to serve as nuclei for its continuous growth. The MHEIs,
in general, still have obligatory psychology and pedagogy courses,
considering these domains as necessary for the individual development
and well-being of young musicians and for their future work as music
pedagogues. This educational policy is present in all Western Balkans
countries and serves as a valuable remnant of ‘old times.” The ongoing
practice of employing psychologists in specialist music schools in Serbia
also strengthens the link between academic music psychology and
its relevant application in the education of musicians, contributing to
further development of the discipline.

Nevertheless. continuous growth of the discipline in the area of the
WB, the academic positions of psychology researchers and teachers in
MHEIs and/or psychology departments are scattered and limited to one
or two individuals per institution, mainly lacking systematic support
and enhancement. Hence, the discipline’s development is tailored
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to individual researchers’ interests, educational and professional
backgrounds, and endeavours, fuelled by personal dedication and
devotion. Therefore, music psychology’s advancement lies in the
hands of academics, researchers, and practitioners, stemming from
music, social and humanistic disciplines, as well as natural sciences,
including psychologists, musicologists, music theorists, music
pedagogues, music performers, psychiatrists, acousticians, computer
scientists among others. Recently, valuable horizontal interdisciplinary
networking between authors within the region has been increasing,
and collaboration with European authors has also intensified in recent
years.

Within this general trend, we shall briefly present in alphabetical
order the developmental paths of the psychology of music in each
country through pedagogical, research and applied perspectives.

Bosnia and Herzegovina

Here, interest in the psychology of music has existed since 2009 when
an academic course was established at the Sarajevo Music Academy,
University of Sarajevo, with Blanka Bogunovi¢ as a guest lecturer from
the University of Arts in Belgrade. Before that, there was sustained
inclusion of psychological knowledge in music education courses
through the work of Selma Ferovi¢ (e.g., 2002, 2004).

Croatia

Since the foundation of the Music Academy in Zagreb in 1921,
general psychology and educational psychology have been taught to
musicians. In 1972-1980, at the Institute for Systematic Musicology,
the development of tests for musical abilities was realised by Marijan
Koleti¢ and Milo Cipra, with Pavel Rojko and Stanislav Tuksar as
collaborators. Later on, Pavel Rojko published the book Testiranje u
muzici [Testing in music] (1981) and Psiholoske osnove intoncije i ritma
[Psychological foundations of intonation and rhythm] (1982/2012). The
academic course Psychology of Music was founded in 2005 for music
pedagogy and musicology modules, taught by Pavel Rojko and Niksa
Gligo. It is worth mentioning that since 1974, music therapy courses
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have been intermittently integrated into curricula due to the pioneering
efforts of a psychiatrist, music therapist and musician, Darko Breitenfeld
(e.g., Breitenfeld & Majsec Vrbani¢, 2011). At present the music therapy
course is delivered by Daniel Crnkovi¢ (2020). Since 2015 further
developments of the discipline in the Music Academy was taken over
by Sanja Ki§ Zuvela, whose principal research interests are the analysis
of 20th- and 21st-century music, music perception and cognition, music
and language, cognitive linguistics, and issues of contemporary musical
terminology (e.g., Ki§ Zuvela, 2013; Ki§ Zuvela & Ostrogki Ani¢, 2019).
Since 2021, more courses have been integrated, including those that refer
to applications to performing and educational practice, led by Helena
Duki¢ (2022) and Brigita Vil¢ (2019).

After 2000, psychology of music expanded to be included in several
universities” psychology and music education departments nationwide.
Interestin music psychology intensified at the Department of Psychology,
Faculty of Philosophy, University of Zagreb, thanks to the work of Ana
Butkovi¢ and the introduction of the Psychology of Music course in
2010. Butkovi¢ and her colleagues are interested in personality and
music preferences (Butkovic et al., 2011), personality traits of musicians
in diverse genres and instrumental groups (e.g., Butkovi¢ & Ranci¢
Dopud, 2017), and professional issues of music performers related to
personality (e.g., Butkovié et al., 2022; Butkovi¢ et al., 2015). A course in
the psychology of music was also founded at the Catholic University of
Croatia in 2013, now led by BlaZenka Baclija Su$i¢ (e.g., Baclija Susi¢ &
Brebri¢, 2022).

At the Department of Psychology, University of Split, a Psychology of
Music course was founded in 2021 by Ina Rei¢ Ercegovac and Snjezana
Dobrota. This interdisciplinary team shares a research interest in music
preferences and their functions in emotion regulation, relatedness to
personality traits, music styles, and music education implications (e.g.,
Dobrota & Rei¢ Ercegovac, 2015, 2016, 2017). The research interests
of these two very active authors were sparked in 2009, and later on
included a collaboration with a Slovenian author (Habe et al., 2018).
Selected topics of music psychology have been taught at the Teacher
Education Faculty, University of Split, since 2005 as part of courses in
music education.
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At the Academy of Music, Jurij Dobrota University in Pula, the
Music Psychology course was founded in 2006 in the Music Education
Department. The first lecturer was Pavel Rojko (from the Music
Academy Zagreb), then Snjezana Dobrota (from the University of
Split), and at the moment Valnea Zauhar (from the University of
Rijeka). The interdisciplinary research collaboration is lively at this
institution, involving psychologists, music theorists, music pedagogues,
and teachers from music schools. The energising institutional support
comes from Sabina Vidulin, who started several projects encompassing
colleagues from several institutions in Croatia, Bosnia and Herzegovina,
and Serbia. The main research topics are the cognitive and emotional
aspects of music listening in the music-pedagogical context (e.g.,
Vidulin et al., 2020; Vidulin et al., 2022).

At the Department of Psychology, the University of Rijeka, music
psychology research is developed by Valnea Zauhar in collaboration
with piano teachers, music theory researchers, and active performers.
The main research topics cover performance skills such as memorising
and mastering technical demands (e.g., Zauhar et al., 2020).

Recent activities initiated by Croatian colleagues include the special
issue of the national journal Psihologijske teme [Psychological Topics] on
the psychology of music (Butkovi¢ & Zauhar, 2023) covering empirical
and theoretical contributions encompassing regional and authors afield.
It is also worth mentioning that the third PAM-IE 2024 conference will
take place in Croatia (PAM-IE Zagreb 2024, n.d., chairs Sanja Ki§ Zuvela
and Ana Butkovic).

Montenegro

An interest in psychological themes in music is still in its infancy in
higher education institution in Montenegro. Still, some research has
taken place in the Music Academy in Cetinje, University of Montenegro,
due to the successful collaborative work of Jelena Martinovi¢ Bogojevi¢
and Branka Rotar Pance (University of Ljubljana) (2022) when the role
of musical creativity in primary school education was investigated. The
practice of joint music education research had already begun during
collaborations between authors from Croatia, Montenegro, and Serbia
(Vidulin et al., 2015).
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North Macedonia

Some sporadic research was conducted by Zoran Mihajlovski, at the Ss.
Cyril and Methodius University of Skopje. This resulted in new insights
concerning personality differences among instrumental groups (2013),
personality attributes of musicians through a developmental perspective
(2017) and comparisons with non-musicians (2016).

Serbia

The psychology of music originated in Serbia in the 1970s and has been
developing ever since, especially in Belgrade. It has a tradition of almost
50 years. The psychology of music in Serbia is strongly interdisciplinary,
involving psychologists, musicians, music pedagogues and colleagues
from humanistic disciplines. Through persistent development, the
psychology of music has grown into a discipline that holds a small but
strong position in the frame of psychology in Serbia.

At the Faculty of Music, University of Arts in Belgrade, the general
pedagogy and psychology courses became a part of the education
of musicians in the 1950s. They evolved in the 1970s with the work
of Ksenija Rado$, when the encounters between psychology and
music became more intense. The pioneering research and academic
endeavours of Rado$ (1975, 1983/1997) took place in parallel at the
Department of Psychology and Institute of Psychology, Faculty of
Philosophy, University of Belgrade and the Faculty of Music, University
of Arts in Belgrade. She was interested in exploring the development
and identification of cognitive aspects of musical abilities in children,
their relation to intellectual abilities, and the measurement of musical
abilities. As the culmination of these research activities, Rados wrote
the monograph Psihologija muzike [Psychology of music] in 1996. In this
way, the psychology of music was established as a scientific discipline
in Serbia. The Serbian Psychological Society awarded the book the
National Prize for its contribution to psychology in 1996.

At the end of the 1990s, psychology of music was actively developed
in a number of ways. In 1996, the Psychology of Music Section was
founded within the Serbian Psychological Society, aiming to support
activities in the field of the applied psychology of music and to bring
together psychologists and musicians and the research and practice of
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music education. After 27 active years, it encompasses 30 members,
mostly psychologists employed in specialist music schools from the
whole of Serbia. For a short period (2000-2003), the Music Psychology
Counseling Unit was operating within the same Society with a goal
to stimulate and support the musical development of gifted students.
Concerning academic development, in 1999, the Psychology of Music
was established as a course at the Faculty of Music, and in 2014 at the
Department of Psychology, Faculty of Philosophy, by Rados. Since 2008
and 2014 respectively, both courses have been led by Blanka Bogunovic.

At the Faculty of Music, the Pedagogical Forum of Performing
Arts was founded by Vera Milankovi¢ (e.g., 2003) in 1998. The
interdisciplinary research of music pedagogues and psychologists,
from Serbia and the region (after 2010) was continuously presented in
regular forum meetings. Later, the interest in binding pedagogy and
psychology was continued by Milena Petrovi¢ (e.g., Petrovic¢ et al., 2017;
Petrovi¢ & Golubovi¢, 2018), covering themes such as absolute pitch,
synesthesia, multimodality, zoomusicology, and singing.

The psychology of music started flourishing after 2006 at the Faculty
of Music, University of Arts in Belgrade, due to the supportive academic
environment that gave Blanka Bogunovi¢ the opportunity to develop
the discipline further by enlarging the number of courses related to the
psychology of music, and to intensify the interdisciplinary research
in the field involving colleagues and PhD students (e.g., Bogunovic,
2019, 2020, 2021; Bogunovi¢ & Vujovi¢, 2012; Markovi¢ & Bogunovié,
2015; Mirovi¢ & Bogunovié, 2013; Mutavdzin et al., 2021; Popovié
Mladenovi¢ et al., 2014; Zivanovi¢ et al., 2018). Since 2014, Bogunovié¢
has been leading the Psychology of Music course at the Department of
Psychology, University of Belgrade, where the interdisciplinary setting
was created by the joint participation of music and psychology, PhD and
DocArtes students, and where a fruitful collaborative exchange is taking
place. Bogunovic’s research interests cover motivation, the personality
of the musically gifted, music education, students’ mental health,
musical skills and achievements, the professional perspective, creative
cognition in making music, and interdisciplinary research. In 2008
she wrote Muzicki talenat i uspesnost [Music talent and successfulness]
(2008/2010), which was awarded the 2009 National Prize for the scientific
contribution to psychology by the Serbian Psychological Society. Twice,
in 1996 and 2009, the highest national award for psychology was given
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to authors—Ksenija Rado$ and Blanka Bogunovi¢—from a relatively
small field of the psychology of music, which demonstrated the
recognition and appreciation of colleagues for their pioneering work
and set high expectations for those leading the discipline.

International recognition came in 2018 when Bogunovi¢ was
nominated to be the ESCOM regional representative for Serbia. The two
PAM-IE Belgrade 2019 (Bogunovi¢ & Nikoli¢, 2019) and 2022 (Bogunovié¢
et al., 2023) conferences embodied the idea of creating a strong network
of music and psychology institutions in Serbia and intertwining them
with those from the Western Balkans region. As a result, the Regional
Network Psychology and Music (RNPaM) was founded.

Another place in Serbia where the psychology of music was carefully
nurtured was the Department of Psychology, University of Nis, where
a group of enthusiasts led by Vladimir Ne$i¢ was developing the social
psychology of music (e.g., Nesi¢, 2003) and experimental research on the
aesthetic of music (e.g., Stankov et al., 2020). In 2013, at the University of
Nis, the Center for Cognitive Sciences was founded by Mihailo Antovi¢
in the Department of English, where successful interdisciplinary work
with strong international recognition is taking place (e.g., Antovi¢, 2021;
Antovié et al., 2020). The main research themes include music, language,
meaning, and cognition, and his work was crowned by a recent book on
musical meaning (Antovi¢, 2022).

Slovenia

In Slovenia, the first traces of interest in music psychology came into view
rather early and were related to music education issues (Cvetko, 1938).
Later on, there was more specific interest in music abilities (Pesek, 1997),
with the intention of gaining more insight into relevant psychological
aspects of music education. This was developed by the work of Barbara
Smolej Fritz (2006), who expanded insights in psychological processes
related to self-regulated learning. Innovative research was led at the
University of Maribor by Norbert Jausovec, following up on the ‘Mozart
effect’, testing the effects of music exposure on brain activity during
cognitive tasks, e.g., its effect on the learning process (e.g., Jausovec et
al., 2006) or visual brain activity (Jausovec & Habe, 2004). Psychology
of Music as a course was founded at the Department of Musicology,
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University of Ljubljana, in 2009 by Leon Stefanija (2009) and Gregor
Pompe (2005).

The systematic research and academic development of the psychology
of music started with Katarina Habe, who established the discipline,
first at the University of Maribor in 2009 and later at the Academy of
Music, University of Ljubljana, in 2017 with courses referring to the
applicative value of music psychological knowledge to musicians. Her
research interests include performance anxiety and music’s effects on
cognitive functioning, in addition to the well-being and motivation of
music students (e.g., Habe, et al., 2019; Habe et al., 2021).

Book preview

This book will only showcase a fraction of such a rich history of music
psychology research in the Western Balkans. It includes many of the
topics central to the research of the authors from this region and
includes contributions from almost all of the leading institutes active
in this area. We are happy and proud to present a book that involves
contributions from 19 authors from the Western Balkans, complemented
by collaborations with or contributions from 10 authors from Western
Europe. All of the chapters offer contributions that are unique to this
book.

We present research investigating musical experiences and
performance skills from psychological perspectives, which are relevant
to musicians, music educators and psychologists, both students and
professionals, and should also be of interest to a broader readership. We
highlight specific research approaches that have shaped the disciplinary
profile of the psychology of music in the Western Balkans. The book
also offers complementary research of the prominent Western Europe
psychology of music discourse, which enables comparison, discussion,
and synthesis across approaches within the two regions. We offer
insights into a range of areas, but without the intention of giving a
comprehensive overview as a handbook or companion would. Instead,
chapters that provide context and review an area of research are
alternated with chapters that present particular research studies. In this
way, bird’s-eye perspectives and detailed findings and methodologies
are both presented.
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The book includes 15 chapters and is structured in four parts. The first
two relate to listening experiences, while the second two address music
performance. These topics have been central to research in the Western
Balkans region and also feature strongly in international research.
The book is framed by this introductory chapter, where the aims,
background, and purpose of the book are explained, and a concluding
chapter. This final chapter reflects on how regional research traditions
shape research questions and perspectives, and on the need to promote
more systematic dialogue and exchange across geographical regions.
To further integrate this critical reflection, many of the chapter authors
explore the situatedness of their research, discussing its embedding in
particular traditions or the possibilities and limitations of cross-cultural
generalisation.

Part 1 presents three chapters that develop perspectives and insights
on aesthetic emotions, from both the Western Balkans and Western
Europe. Chapter 2, by Dragan Jankovi¢ and Maja Madarev, investigates
the aesthetic experiences of listeners in two experimental studies,
aiming to test whether aesthetic experiences of music may originate
from a few basic mechanisms of affective processing, related to affective
valence (pleasantness), affective arousal, and cognitive evaluation (e.g.,
represented by familiarity). This is tested by analysing direct responses
to the music and associated meanings. The chapter concludes with an
outline of a dimensional model of aesthetic appreciation. Chapter 3, by
Sanela Nikoli¢ and Ivana Miladinovi¢ Prica, presents a qualitative study
of aesthetic experiences of contemporary music from the perspectives
of a composer, performer, and musicologist, comparing their responses
and developing insights into the relationships between music-related
theoretical and practical knowledge and aesthetic experience. Data
were analysed using Interpretative Phenomenological Analysis,
assuming that classical music knowledge is reflected in the participants’
communication of their emotional and cognitive processes and aesthetic
responses. Chapter 4, by Renee Timmers, Scott Bannister and Thomas
M. Lennie, reviews research on aesthetic emotions in music, taking
into account theories, measurements, and cross-cultural comparisons.
It summarises assumptions, methods, and debates, raising awareness
of the context and socio-musical function in which aesthetic emotions
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in music listening and appreciation take place, in order to search for a
novel, integrative approach to aesthetic emotions.

Part 2 examines psychological aspects of music listening in context.
In three chapters, it explores subjective experiences while listening to
music in different groups and contexts, moving from fostering creative
imagination in early childhood education, to relationships between
music and values in adolescents, to the perspective of adult audiences.
Music educators and psychologists jointly carried out the innovative
study presented in Chapter 5 by Mirsada Ze¢o, Marina Videnovié, and
Lejla SilajdZi¢ in a primary school setting, which showcases the regional
research networks of authors from the Western Balkans. It describes
an inclusive approach to facilitating children’s musical development,
creativity, and imagination using unconventional vibrational,
percussive instruments (gongs, Himalayan singing bowls, and Koshi
Chimes) in early music education, fostering attentive listening and
sound awareness in children. The following research study, Chapter 6,
by Ivana Stepanovi¢ Ili¢, Marina Videnovi¢, Zora Krnjai¢, and Ksenija
Krsti¢, investigates music preferences in Serbian adolescents and how
they relate to the values adolescents hold, using Schwartz’s basic values.
These are compared with music preferences and previously observed
relationships with values in other socio-cultural settings. The final
chapter in this section, Chapter 7, by John Sloboda, presents a review
of the fruitful research projects that aimed to increase understanding
of how artists and promoters can respond to audience needs through
practical but theoretically grounded adjustments to the concert
experience. It explores how more of what audiences seek can be added
to live classical events through principled programme design, content,
and presentation innovations. Special attention is given to reflections
on the experiences, challenges, and opportunities faced by musicians
giving concerts during the COVID-19 restrictions of 2020.

Part 3 explores Music cognition in performance and practice, and
consists of four chapters, mainly from Western European authors.
Chapter 8, by Andrea Schiavio, Henrique Meissner, and Renee
Timmers, investigates how the social is implied in individual contexts
and the individual is experienced in social contexts using a qualitative
research approach. The study compares participants’ reports on the felt
experiences of others who may be imagined or physically present during
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individual and group practice or performance. Chapter 9, by Andrea
Schiavio and Dylan van der Schyff, discusses perspectives offered by the
orientation known as ‘4E cognition’ (embodied, embedded, extended,
enactive) on understanding of music cognition in a range of musical
domains considering perception, (remote) learning, performance, and
musical development. The next two chapters have memorisation as a
common theme. Chapter 10, by Valnea Zauhar, Dunja Crnjanski, and
Igor BajSanski, presents findings of a new, longitudinal case study of the
memorisation of a piece of contemporary music by a Croatian composer.
The effects of the formal musical structure and technical complexity on
the amount of practice undertaken by a pianist are investigated. The
final chapter in this section, Chapter 11 by Jane Ginsborg, gives an
overview of the history of research on the memorisation of Western
classical music; a review of the early pedagogical literature on the
topic; empirical research on musicians’ memorising strategies; and a
summary of the author’s research on performance from memory using
the longitudinal case study approach.

Part 4 is entitled Psychology of musicians: From motivation and
personality to addressing challenges and anxiety, and it consists of five
chapters. In this part, studies from the Western Balkans are highlighted to
evaluate cultural perspectives and variations. The contributions mostly
stem from the three-stage educational system for the musically gifted,
typical for the Western Balkans, offering crucial insights into music
psychology research concerning psychological, social, professional
and educational precursors of musical achievement. At the same
time, demands for practical applications are made that will foster the
development of talent, instructions for enhancing the development of
skills, strategies to overcome difficulties and contributions to musicians’
health and well-being.

The first chapter of this part, Chapter 12, by Blanka Bogunovié,
opens up questions about the joint contribution made by motivation
and personality in achieving musical excellence, pointing out their
core role in subsequent developmental stages of music learning and
performance accomplishments, covering a wide age span from 6 to 22
years. This study includes a cross-cultural perspective comparing the
results from the Western Balkans with international studies. The long-
term implications of the educational trajectory of musically gifted child
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prodigies are the focus of the qualitative research study reported in the
next chapter, Chapter 13, by Olja Jovanovi¢, Ana Altaras Dimitrijevi¢,
Dejana Mutavdzin, and Blanka Bogunovi¢. The authors explore the lived
experience of acceleration in music education from the perspective of
four adult musicians from Serbia, considering psychological impacts on
their musical development in adolescence and subsequent professional
careers, as well as the role of socio-cultural contexts. In Chapter 14 by
Ana Butkovi¢ a quantitative research study that examined personality
differences in a sample of music students with diverse vocal and
instrumental orientations is presented, aiming to investigate whether
personality traits are conceptually related to variation in job activity
and choice across instrumental groups of music students. The final
two chapters examine approaches to support musicians in coping with
the challenges of an intensive career in music performance. Firstly,
in Chapter 15 by Katarina Habe and Michele Biasutti, an overview
of relevant contemporary models of music performance anxiety
(MPA) is offered, complemented by a summary and discussion of the
outcomes of research studies regarding MPA in the Western Balkans.
This chapter emphasises the approach of reconsidering MPA as pre-
performance excitement that can contribute to an optimal flow state
during performance. The final study, Chapter 16, by Raluca Matei
and Jane Ginsborg, directly compares approaches to promoting and
sustaining the health and well-being of young musicians in music
higher education institutions. The study captures and compares health
education courses in music conservatoires in Southeast Europe and the
Western Balkans, and discusses the implications of their approaches for
future developments.

Conclusion

The unique presentation of research from the Western Balkans
interleaved with research from Western Europe is of relevance and
interest to scholars in music and psychology, including as an example of
a way to address issues of inequality and the lack of diversity of research
discourse in the major published literature. It reminds us that research
is conducted in a particular context and tradition, supported by geo-
political and linguistic structures that may benefit or disadvantage that
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research to varying degrees. This book will serve both the purpose of
developing insights into the psychology of music, and that of advancing
the visibility and recognition of the research tradition and activity in
the Western Balkans. In the concluding chapter of the book, we will
reflect more fully on the situatedness of research insights as we consider
parallels in the approaches and findings of research developed in the
Western Balkans and Western Europe, as well as some of the differences
in emphasis and research directions, practices and insights, which are
associated with developments in different specialisms, and differences
in pedagogical approaches, cultural situatedness and the flourishing of
skills and interdisciplinarity.

Through promoting the psychology of music knowledge and its
applications, this book can foster the practice of music performance,
music education, and psychological support in music schools throughout
countries of the Western Balkans and internationally. It contributes to our
understanding of the psychology of music by presenting new research
and reflecting on developments in knowledge and understanding,
including the situatedness of research within geographically shaped
music practices and research traditions. The focus on authors from the
Western Balkans helps to establish confidence and aspiration in this
region whilst attracting a broad readership within the Western Balkans
and beyond, showcasing the relevance of the psychology of music and
its international links.
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2. The Role of Affective Dimensions in the
Aesthetic Experience of Music

Dragan Jankovi¢ and Maja Madarev

Introduction

Affective and aesthetic experiences are ubiquitous aspects of our
experience of music. When we listen to music, we can effortlessly tell
whether we like it or not or how it makes us feel. However, questions
as to why we like or dislike some music, and what role emotions play
in our aesthetic experiences, still have ambiguous answers. Although
aesthetic experiences are common in everyday life, we still do not have
a comprehensive theory that explains what psychologically constitutes
such experiences. In the present chapter, we will offer a model based
on dimensional theories of emotion, with special interest paid to the
question of how our aesthetic experiences, although they may involve
a great number of complex cognitive and emotional responses, can be
related to a few basic mechanisms of affective processing.

Approaches to aesthetic experiences can generally be divided into
two broad groups. In the first, aesthetic experiences are considered
normal, everyday psychological experiences. Theories that are typical
representatives of this approach suggest that our aesthetic experiences
are only a special instance of the psychology of perception, cognition,
motivation, or emotion (Silvia, 2012). In this approach, the intensity
of aesthetic experiences in studies is mainly represented with some
continuous dimension, such as: how much people like or dislike a
certain stimulus, how much they evaluate it as beautiful or ugly, or
how attractive or unattractive they find it. Of the many proposed
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measures, various factorial, psycholinguistic, and neuropsychological
studies found the assessment of stimuli on the ugly—beautiful scale to
be the most representative measure of our aesthetic experience, both
for music (Isték et al., 2009) and for the visual domain (e.g., Augustin
et al.,, 2012). The second approach includes theories where aesthetic
experience is mostly understood as an idealised, exceptional experience,
that sometimes occurs as a reaction to stimuli of special importance,
most often to works of art. In this context, aesthetic experience can be
viewed as an exceptional state of mind that is qualitatively different
from everyday mental states (e.g., Markovic¢, 2012).

Building on the strong connection between emotions and aesthetic
experience, we believe that the psychology of emotion is the right place
for studying the nature and origin of our aesthetic reactions, even
though there are questions about whether music induces true emotions
in listeners (e.g., Kone¢ni, 2008). For example, Vladimir Kone¢ni (2005)
suggests that instrumental music cannot directly induce genuine
emotions in listeners, and that when such emotions are induced they
result only indirectly, by means of extramusical associations (e.g., in
memory), rather than directly from auditory inputs. Other authors
suggest that music does induce emotion in the listeners and that emotion
is a central component for creating, learning, and interpreting music
(e.g., Juslin & Sloboda, 2010; Juslin & Vastfjdll, 2008). Most researchers
today believe that music can induce emotions and the focus of discussion
has shifted to the nature of these emotions.

One of the fundamental questions addressed in the psychology of
music is whether the emotions we experience in relation to music differ
from those we experience in everyday life (Juslin & Sloboda, 2010).
These are usually termed aesthetic emotions and everyday emotions,
respectively. According to one perspective, artworks mainly evoke
the same emotions we experience in everyday life, such as happiness,
sadness, pleasure, or surprise. According to another perspective, the
emotions evoked by artworks are specifically referred to as aesthetic
emotions, often without implying that these emotions are of a special
kind. Recent studies on music and emotion, have frequently used the
term aesthetic emotions in a more restricted sense, suggesting that music
evokes unique or music-specific emotions (e.g., Scherer & Zentner,
2008). For a more detailed review of aesthetic emotions, see Chapter 4
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in this volume. Here we use models of everyday emotions and explore
how these may need to be extended to account for aesthetic experiences.

The structure of affective experiences of music

Afinaldistinctiontointroduceis thatbetween‘discrete’and ‘dimensional’
theories of emotion. Although a large number of different theories and
models of emotion have been proposed by authors to date, these are
two of the most influential. Discrete theories of emotions suggest the
existence of a limited number of discrete categories, i.e., basic emotions
(e.g., fear, anger, happiness, sadness) that are independent, irreducible
to each other, accompanied by qualitatively different subjective
experiences, with distinctive facial expressions, and having a special
neurophysiological basis (e.g., Ekman, 1992). However, recent studies
in affective science have questioned the reliability of evidence to support
the main assumptions of this approach (e.g., Barrett & Wager, 2006).

On the other hand, dimensional models of emotion suggest that a
large number of different affective experiences are actually based on
a smaller number of underlying dimensions or neurophysiological
systems and can be represented by a linear combination of those
dimensions (e.g., Jankovié¢, 2000a, 2015; Osgood et al., 1957; Russell,
2003). Dimensional models have a long tradition in psychology. In early
studies from the late 19th century, Wilhelm Wundt (1896) suggested
that all affective experiences are based on three bipolar dimensions:
pleasure—displeasure, tension-relaxation, and arousal-calmness. In
the mid-20th century, Charles Osgood suggested the existence of three
dimensions: (1) evaluation, (2) potency, and (3) activity (Osgood et
al., 1957). James Russell (1980) proposed a circumplex model of affect
consisting of two orthogonal bipolar dimensions, valence (pleasure)
and arousal (activity), and all individual affective experiences can be
represented by their values on the coordinates of such two-dimensional
affective space. In addition to Russell’s valence and arousal model, other
two-dimensional models with differently conceptualised dimensions
have been proposed: among others tension and energy (Thayer, 1996);
positive affect, negative affect (Watson et al., 1999); and approach and
withdrawal (Lang et al., 1998).
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With respect to emotional experiences of music, there is still a lack
of a broader consensus on the structure of music-induced affective
responses. In an early study on the structure of affective experiences
of music (Nordenstreng, 1968), participants rated their affective
experiences of musical stimuli on 32 semantic differential scales that
included emotional attributes. Exploratory factor analysis of the
participants’ responses to the musical stimuli revealed four factors,
which were interpreted as softness, colourfulness, relaxation, and
magnitude. In the study that followed, Lage Wedin (1972) suggested
that music emotions can be accounted for by three bipolar factors:
tension—energy (vehement, violent, furious); gaiety-gloom (playful,
exuberant, glad); and solemnity—triviality (solemn, sublime, grand). In
a more recent study on the structure of subjective experiences of classical
music (Zivanovié¢ et al., 2018), results suggested that descriptors of
music experience are best represented by five interrelated dimensions:
aesthetic experience, affective tone, tension, content-fullness, and
structure. The lack of a broader consensus on the structure of music-
induced affective reactions directed a number of researchers to rely on
a two-dimensional model of emotion, in accordance with widespread
recognition of valence and arousal as basic dimensions of affective
experience. However, numerous studies have also suggested that the
two-dimensional model is not able to account for all the variance in
music-induced affective experiences and that two dimensions may not
be enough (e.g., Collier, 2007; Fontaine et al., 2007).

In previous research (Trkulja & Jankovi¢, 2012), we analysed
the latent structure of affective experiences of music through a
comprehensive approach that included a large collection of music-
evoked affective responses and a wide range of musical stimuli. The
resultssuggested thataffective experiences of musicarebestrepresented
by three underlying dimensions: affective valence (pleasant-
unpleasant, attractive-unattractive), arousal (interesting-boring,
exciting-calming), and cognitive evaluation (familiar-unfamiliar,
expected-unexpected). These results shed light on cognitive evaluation
as a possible third dimension underlying the affective experiences.
In this three-dimensional model, cognitive evaluation is understood
as one of the basic evaluative mechanisms that, along with valence
and arousal, contributes to the formation of affective experiences. The
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role of cognitive processes in the formation of affective experiences
has received considerable attention in all modern cognitive theories
of emotion, which assume that a certain type of cognitive processing
is an inevitable component of emotions (e.g., Lazarus, 1991; Scherer,
2001). Cognitive evaluation as a dimension is partially similar to the
concept of cognitive appraisal from appraisal theories of emotion (e.g.,
Scherer, 2001) in the sense that it influences the formation of emotional
experience, but has a somewhat narrower meaning and includes only
attributes related to the cognitive evaluation of objects and events (e.g.,
novelty, familiar-unfamiliar, clear-unclear, meaningful-meaningless,
expected-unexpected, etc.). Cognitive evaluation as an additional
dimension in the affective space offers the possibility of overcoming
some of the main objections to previous dimensional models, which
relate to the inability of valence and arousal dimensions to adequately
distinguish some of the basic emotions such as fear and anger, as
well as a group of knowledge emotions such as surprise, interest,
confusion, and awe, which are highly relevant to aesthetic experience
(Silvia, 2010).

Aesthetic experience is often understood as a complex process that
seems to involve not only emotions but also a combination of perceptual
and cognitive factors (e.g., Brattico & Pearce, 2013; Leder et al., 2004).
Some authors have recently argued that aesthetic experience relates
to the formation of meaning, interpretation, and understanding (e.g.,
Cespedes-Guevara & Eerola, 2018; Jankovi¢, 2014; Leder et al., 2004).
The idea that meanings (associations) play an important role in the
formation of our aesthetic experiences dates back to the beginnings of
experimental aesthetics as a field. According to the aesthetic association
principle proposed by Gustav Fechner in his paper from 1866, aesthetic
choices are largely shaped by the observer’s learning history (associative
factors) rather than by the formal properties of an object (direct factors;
Ortlieb et al., 2020). However, the various perceptual, cognitive, and
affective factors involved in the formation of our aesthetic experience
are not independent and isolated, but rather highly interrelated. Recent
studies that tested this interrelationship in the visual art domain
showed that the affective experience of different meanings activated
in the mind of beholders while observing the artworks explained 98%
and 95% of the variance in the aesthetic experience of paintings and
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photographs, respectively (Jankovi¢, 2014; Jankovi¢ et al., 2019). The
term ‘meanings’ here refers to the sum of the various perceived stimulus
features, associations from episodic memory, knowledge, emotions,
and cognitive interpretations that are activated or constructed in the
viewer’s mind when viewing the artwork. In the studies presented in
this chapter, we will examine the relevance of cognitive evaluation as
an affective dimension alongside emotional valence and arousal in the
domain of music.

Aims

Emotion is a fundamental aspect of our aesthetic experience and
understanding the involvement of emotions in the aesthetic evaluation
of music is an essential question within the field of music psychology.
Regardless of the great variety of emotional reactions that music
can evoke in the listeners, as well as whether we are talking about
everyday emotions, aesthetic emotions, or music-specific emotions,
an assumption derived from dimensional theories of emotion would
be that all of them include an underlying core affect represented by
affective dimensions. In this chapter, we will present two studies in
which we analysed the role of evaluative/affective dimensions in the
aesthetic experiences of music.

The aim of the first study was to analyse the relation between three
dimensions of affective experience: valence, arousal, and cognitive
evaluation (Jankovi¢, 2000a, b; Trkulja & Jankovi¢, 2012) with the
aesthetic experience of music. In the second study, we implemented
a novel procedure, similar to the one employed in Dragan Jankovi¢’s
(2014) study in the field of visual arts, to further explore where the
affective experience of music originates from and in what way it affects
the aesthetic experience of music. We hypothesized that the aesthetic
experience of music actually results from the affective experience of
various meanings that are activated or constructed in the listener’s
mind when listening to music (e.g., associations from episodic memory,
knowledge, cognitive interpretations, etc.), rather than merely from the
affective experience of music as a physical stimulus and its objective
characteristics.
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Both studies examined the role of affective dimensions in the
aesthetic experience of music. The difference between the two is that
in the first study, the aesthetic experience of music was investigated
using the affective experience of musical stimuli (directly rated by the
participants), whereas in the second study, the aesthetic experience
of music was investigated via the affective experience of (verbally
expressed) meanings (associations) that the participants had in mind
while listening to music.

Study 1: Relation between affective dimensions and aesthetic
experience of music

Materials and methods

Forty-two first-year psychology students aged 18 to 20 years (M = 18.95,
SD = .66, 81% female) from the Department of Psychology, University
of Belgrade, participated in the study and received course credit for
their participation. The authors and participants were from the same
academic institution, and the authors were not involved in teaching any
courses to the first-year psychology students who participated in the
study.

The selection of music stimuli was conducted in two phases.
First, a collection of 275 music excerpts (each part of existing music
compositions, and 4-5 seconds long) was prepared. Excerpts were
then rated by an additional group of participants (N = 13) on three
dimensions of affective experience: valence (pleasantness), cognitive
evaluation (familiarity), and arousal (impressiveness). In the second
phase, 60 music excerpts were selected for the main study. Stimuli were
selected to cover a wide range of genres (classical music, pop, rock,
electronic, jazz, folk, ambient, etc.), themes, instruments, and affective
experiences. Stimuli included both unfamiliar and familiar pieces
of music (the average familiarity rating on a seven-point scale was
M =445,5D =1.27).

In order to measure the affective experience of music we used an
instrument consisting of nine seven-point bipolar scales measuring
three dimensions of the affective experience (with three scales for each
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dimension) (Trkulja & Jankovi¢, 2012): valence (unpleasant-pleasant,
bad-good, unattractive-attractive); arousal (boring-interesting,
unimpressive-impressive, calming—exciting); and cognitive evaluation
(unfamiliar-familiar, unclear—clear, incomprehensible—comprehensible).
As ameasure of aesthetic experience, a seven-point bipolar ugly-beautiful
scale was used.

The questionnaire was administered via a computer interface
employing an online survey form using Qualtrics software. Participants
were asked to rate their own aesthetic and affective experience of each
of the presented musical stimuli on seven-point bipolar scales with
opposite attributes at each end (e.g., ranging from -3 = unpleasant, to
3 = pleasant). The order of the presented music stimuli was fixed for all
participants and the scales were presented in randomised order for each
stimulus and for each participant. The total duration of the study was
around 30 minutes.

Results

This study was conducted to determine the relation between basic
dimensions of affective experience and aesthetic experience of music.
First, we calculated the average valence, arousal, and cognitive
evaluation ratings from three representative scales for each of the
affective dimensions. Results of the Pearson correlation indicated that
there was a significant positive association between valence and aesthetic
preference, r(58) = .97, p < .001, arousal and aesthetic preference,
r(58) = .57, p < .001, and cognitive evaluation and aesthetic preference,
r(58) = .87, p < .001.

In addition, we hypothesised that the aesthetic experience of music
could be substantially explained by valence, arousal, and cognitive
evaluation as basic dimensions of affective experience. To test this
hypothesis, we used multiple regression analysis. The results showed
that 96.3% of the variance of aesthetic preference could be explained by
three affective predictors, F(3, 56) = 507.30, p < .001 (Figure 2.1).
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Fig. 2.1 Regression plot between observed values (ratings of aesthetic
experience) versus predicted values (aesthetic experience predicted by the
model)

Looking at the unique individual contributions of the predictors, the
results indicated that all three affective dimensions showed a significant
contribution to the prediction of aesthetic preference, with the largest
contribution of affective valence (p = .88, t = 16.00, p < .001), followed
by cognitive evaluation (p = .22, t = 3.16, p < .001) and arousal
(B=-16,t=-3.88,p <.001).

Study 2: The role of the affective experience of meanings
activated in the listener’s mind during the aesthetic evaluation
of music

Materials and methods

Participants consisted of two groups made up according to music
expertise: one group of music non-experts (n = 33) and one group
of music experts (n = 30). The group of music non-experts included
volunteers and undergraduate psychology students (Mage = 24.1,
SD = 2.2, 66.7% female and 33.3% male) from the Faculty of Philosophy,
University of Belgrade. All participants from this group stated that
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they had no formal music education and did not engage in music
professionally. The group of music experts (Mage = 24.3, SD = 3.6, 76.7%
female and 23.3% male) consisted of participants who had completed
a university degree in music or music production and sound design
(n = 25) or had been professionally involved in music for more than five
years (n =5).

The pre-testing and selection of music stimuli followed the same
procedure as in Study 1. A total of 24 new music excerpts (4-5 seconds
long, and part of existing music compositions that were not included in
Study 1) were selected to cover a wide spectrum of genres, instruments,
and subjective experiences. The research session consisted of two phases
in which the same respondents participated. In the first phase, music
stimuli were presented to the respondents one by one, and their task was
to rate on a seven-point bipolar scale how much they liked or disliked
the musical stimulus they had heard (ranging from -3 = I don't like it,
to 3 = I like it). Respondents were then asked to report what they had
in mind while making their aesthetic evaluation of each musical stimuli
(i-e., to write down at least two and at most five associations they had
in mind while making their aesthetic evaluation). Participants were free
to write down any thoughts that occurred to them during the aesthetic
evaluation of the music (e.g., perceived musical features, associations
from episodic memory, prior knowledge, experienced or perceived
emotions, formal features of the music, its cognitive interpretation, etc.).
In the second phase of the same research session, all participants were
shown on a screen the associations (verbal responses) they had reported
in the first phase, and below each response, three seven-point bipolar
scales were presented for them to rate their affective experience of that
response: unpleasant—pleasant (valence), unimpressive-impressive
(arousal), and unfamiliar—familiar (cognitive evaluation). For instance,
if a participant rated a musical stimulus in the initial phase and reported
having thoughts of ‘mystical’, ‘summer’, and 'Kyoto’ during the aesthetic
evaluation of the music, in the subsequent phase, the participant was
asked to rate their affective experience of ‘mystical’, 'summer’, and
"Kyoto’. Music stimuli and scales were presented in randomised order
for each participant. The total duration of the study was between 25 and
35 minutes.
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Results

The basic hypothesis in this study was that the aesthetic experience
of music would be related to the affective experience of the meanings
(associations) that a given piece of music evoked in the listeners.
Additionally, we wanted to examine this phenomenon independently
in groups of music experts and non-experts. First, we calculated the
average valence (pleasantness), arousal (impressiveness), and cognitive
evaluation (familiarity) of all the meanings (verbal responses) that
a certain musical stimulus evoked in the respondents. The data were
analysed separately for music experts and non-experts. Results of the
Pearson correlation indicated a strong positive association between the
valence of verbal responses and aesthetic preference for music, both in
non-experts, r(22) = .87, p < .001, and experts, r(22) = .86, p < .001.
Statistically significant positive correlations were also obtained between
cognitive evaluation of verbal responses and aesthetic preference
for music, both in non-experts, r(22) = .70, p < .001, and experts,
r(22) = .62, p < .001, and also for arousal both in non-experts,
r(22) = .72, p < .001, and experts, ¥(22) = .85, p < .001.

In addition, we analysed whether the aesthetic experience of music
could be substantially explained by valence, arousal, and cognitive
evaluation of the meanings that music evokes, using multiple regression
analysis separately for the music experts and non-experts. The results
for the experts showed that a linear combination of three dimensions of
affective experience of verbal responses explained 90.6% of the variance
in aesthetic preference of music, F(3, 20) = 64.05, p < .001 (Figure 2.2).
The results also indicated that valence (B = .54, t = 6.21, p < .001) and
arousal (p = .56, t = 4.55, p < .001) showed significant contributions to
the prediction of aesthetic experience in the regression model, while the
contribution of cognitive evaluation did not reach statistical significance
(B=-.05t=-47,p = .641).
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Fig. 2.2 Regression plots between observed values (ratings of aesthetic
experience) versus predicted values (aesthetic experience predicted by the
model) for music experts and non-experts

Similarly, the results for the non-experts showed that linear combination
of three dimensions of affective experience of verbal responses explained
86.4% of the variance in aesthetic preference, F(3, 20) = 42.47, p < .001.
The results also indicated that valence (p = .66, t = 6.47, p < .001) and
arousal (p = .31, t = 2.55, p = .02) showed significant contributions to
the prediction of aesthetic preference, while the contribution of cognitive
evaluation did not reach statistical significance (p = .10, t = .83, p = .415).

Discussion

In two studies, we analysed the role of affective dimensions in the
aesthetic experience of music. The results of the first study where
participants evaluated their affective responses to the music indicated a
positive association between all three affective-cognitive dimensions and
the aesthetic experience. Valence showed the strongest association with
aesthetic experience, followed by cognitive evaluation and finally arousal.
These findings are in line with previous research and theories that have
highlighted the positive effect that certain individual dimensions of
subjective, affective experience have on our aesthetic experience. First
of all, an aesthetic experience is understood as a state of pleasure or
satisfaction (e.g., Leder et al., 2004; Reber et al., 2004). Secondly, numerous
studies have shown that the intensity of arousal is associated with the
intensity of music preference (e.g., Salimpoor et al, 2009). Thirdly,
previous experimental studies suggested that familiarity is one of the
most important factors that influence our aesthetic judgments (Brattico
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& Pearce, 2013). The contribution of the present study in relation to
previous research is that the various components of affective experience
that were previously individually associated with aesthetic experience
are now integrated into one coherent dimensional model of emotion that
is able to explain 96% of the variance of aesthetic experience of music by
the combined effect of the three dimensions of affective experience.

In the second study, we tested whether the aesthetic experience of music
can be substantially explained by the affective experience of meanings
activated while listening to that music. The results showed a strong positive
correlation between the valence of activated meanings (verbal responses)
and the aesthetic experience of music, both in non-experts and experts.
Significant positive correlations were also obtained for both groups between
the other two dimensions of cognitive evaluation and arousal and the
aesthetic experience. These results suggest that for both non-experts and
experts, musical preference is related to the activation of pleasant, arousing,
and familiar associations. Indeed, the linear combination of the three
dimensions of affective experience of the activated meanings explained a
high proportion of the variance in the aesthetic experience of music for both
groups, suggesting further parallels between the groups.

In the first study, cognitive evaluation showed a significant positive
relationship with aesthetic experience and made a significant contribution
to the explained variance of aesthetic experience in the regression
model. In the second study, however, cognitive evaluation also showed
a significant positive association with aesthetic experience, but the
contribution of this predictor to the explanation of aesthetic experience in
the regression model was not significant. The reason for this could be the
lower variance in ratings of the familiarity of the associated meanings in
the second study compared to the direct ratings of the familiarity of the
music in the first study. Namely, participants largely rated the meanings
they associated as familiar, whereas ratings of the familiarity of the music
varied significantly more in the first study. Moreover, it is possible that the
familiarity scale as a representative of the cognitive evaluation dimension
in the second study was not the most appropriate solution for the task
used in this study. In subsequent studies, it would be useful to test
this result with another scale from the cognitive evaluation dimension
(e.g., unclear-clear, incomprehensible-comprehensible, meaningful-
meaningless, concrete-abstract, expected-unexpected) or with several of
them used together, as was the case in the first study.
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The results of the second study are in line with previous approaches
that emphasized the role that the meanings (associations) evoked by
artworks play in the formation of our aesthetic experiences (Cespedes-
Guevara & Eerola, 2018; Fechner, 1866; Jankovi¢, 2014; Leder et al., 2004).
These results are also consistent with findings of recent studies that
used a similar approach in the visual art domain which showed that
the affective experience of different meanings activated in the mind of
beholders explained 95%-98% of the variance in the aesthetic experience
of visual artworks (Jankovié, 2014; Jankovié et al., 2019). Similar findings
obtained for music and visual artworks could suggest that music evokes
aesthetic experiences through mechanisms that are common to different
sensory modalities.

Based on the results of the studies presented in this chapter, we propose
a Valence, Arousal, and Cognitive evaluation (VACe) model of the aesthetic
experience of music. According to this model, the aesthetic experience of
music is the result of affective experience (valence, arousal and cognitive
evaluation) of specific meanings (perceived music characteristics,
knowledge, emotions, associations from episodic memory, cognitive
interpretations) activated or constructed in the mind of the person while
listening to the music (Figure 2.3). Although we have focused on music
in the present study, we believe that the model we propose could also be
transferable to the aesthetic experiences of other forms of art.
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Fig. 2.3 Valence, Arousal and Cognitive evaluation (VACe) model of the
aesthetic experience of music
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According to the VACe model, aesthetic experience includes two
broader constitutive components—meanings that are activated in the
mind of the listener at the moment of perception of the music, and
affective processing that is continuously executed on all activated
meanings. Any meaning activated or constructed in the mind of the
listener, whether it be perceptual (i.e., music characteristics), cognitive
(i-e., knowledge, episodic memory, interpretation), or emotional (i.e.,
experiencing music as boring, happy, or sad) is automatically evaluated
by three affective mechanisms. The meaning here is not conceptualised
statically, in the sense of simply activating perceptual characteristics of
stimuli or previously stored associations from episodic memory, but
rather dynamically, as a result of the active construction of meaning that
arises when the listener with particular characteristics interacts with
a stimulus and context characteristics. Consequently, these meanings
may be quite different in different individuals, in different age groups
(Parsons, 1987), in experts and laymen, and even in the same person
listening to the same piece of music on two different occasions. Moreover,
as cognitive appraisal theorists have noticed, people can experience
different emotions in response to the same eliciting event (Scherer,
2001) or in response to the same activated meaning, as this model
suggests. Regardless, the assumption arising from the VACe model is
that our aesthetic experience of music always depends on the affective
experience of the meanings activated or constructed in the moment of
perception of the stimulus, no matter what specific meanings, types of
meanings, complexity, or number of meanings are generated.

There are a few potential limitations of these studies that need to be
acknowledged. First, the results of the studies presented are based on
correlations, which means that they do not themselves provide sufficient
evidence for affective dimensions as causal mechanisms in the aesthetic
experience of music. However, given the results of previous experimental
studies that clearly demonstrated causal effects of valence, arousal, and
cognitive evaluation (familiarity, clarity and meaningfulness) on aesthetic
experience (Berlyne, 1971; Bornstein, 1989; Jankovi¢, 2014; Murphy &
Zajonc, 1993; Reber et al., 2004), our assumption about their causal effects
suggested in the VACe model was based on the results of previous studies.
Another potential limitation is that, in the second study, participants
expressed the meanings they had in mind during the aesthetic evaluation
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of music in verbal form, using a self-report. It is possible that some of the
perceptual, cognitive, or emotional reactions that the participants had to
the presented musical stimuli could either not at all or could not easily
be transferred to the language modality and verbally expressed. For
this reason, it is possible that the decline in the percentage of explained
variance of aesthetic experience in the model from 96% in the first study
to 90.6% and 86.4% in the second study, when meanings were verbally
expressed, could be a consequence of participants’ inability to express
some aspects of the experience of music in words.

In terms of future research, it would be useful to extend the
current findings by examining the structure of meanings activated
and constructed in the mind of persons who listen to music. Namely,
previous studies have suggested that the structure of activated
meanings and the criteria participants use during aesthetic evaluation
can vary considerably depending on age, level of expertise, or previous
experience. Also, one of the open questions is whether the different
types of meaning activated in the listener’s mind while listening to music
contribute differently to the aesthetic experience. We might ask, for
example, whether the affective experiences of the sensory characteristics
of music and the activated meanings from episodic memory equally
contribute to the aesthetic experience.

Conclusion

In this chapter, we have presented the results of two studies whose aim
was to examine the nature of the relation between affective dimensions
and the aesthetic experience of music. We approached this from the
framework of dimensional theories of emotions, more precisely from
the framework of the three-dimensional model of affective experience
(Jankovi¢, 2000a, 2014; Trkulja & Jankovié, 2012), where valence, arousal,
and cognitive evaluation are conceptualised as three biologically based
mechanisms whose role is evaluation of stimuli from the environment or
organism. The results of the first study suggested that aesthetic experience
is strongly related to affective valence (pleasantness) and cognitive
evaluation (familiarity), and moderately related to arousal. The results
of the second study suggested that the aesthetic experience of music
can be substantially explained by the affective experience of meanings
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activated or constructed in the mind of the person while listening to that
music. In other words, we like music that activates pleasant, arousing,
and familiar meanings. Based on the results of these studies we
proposed the Valence, Arousal, and Cognitive evaluation (VACe) model
of aesthetic experience of music, where aesthetic experience is a result of
affective experience of all individual meanings activated or constructed
in the mind of the listener while listening to the music. The results of
these studies suggested that studying the aesthetic experience of music
from the perspective of core affective dimensions can provide a useful
framework for understanding the role of different affective experiences
in the aesthetic experience of music, and that cognitive evaluation is one
of those dimensions. We also believe that the proposed VACe model can
offer a useful theoretical framework for the interpretation of the results
of previous studies, as well as offer hypotheses that encourage new
studies in the field of the aesthetic experience of music.
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3. Aesthetic Experiences of Contemporary
Music from the Perspectives of a Composer, a
Performer, and a Musicologist

Sanela Nikoli¢ and Tvana Miladinovi¢ Prica

Introduction

Aesthetic experience presents ‘one of the most poorly defined concepts in
psychology and neuroscience’ (Brattico et al., 2013, p. 1). Various terms
are used to describe aesthetic experiences, including aesthetic processing,
aesthetic emotion, aesthetic pleasure, aesthetic contemplation, or
aesthetic judgments (Istok et al., 2009). The diversity of terms reveals
the phenomenon’s complexity, which contains both affective and
cognitive components. Contemporary art in general, and contemporary
classical music specifically, pose a challenge to psychological research
into aesthetic experiences due to features that make them difficult to
investigate and grasp. The high concentration of individualised styles
and innovation in the creative process often results in significant
departures from traditional canons. Indeed, aspects such as ‘seeking
out the new’ and ‘aesthetic curiosity” as immanent to contemporary
art aesthetics raise questions about the communication capacities of
contemporary music, and the possibility of it being understood by an
audience (Pitts & Price, 2021; see Chapter 7 in this volume).

In previous studies, the aesthetic experience of music has primarily
been equated with the emotions that music evokes (see Juslin &
Vastfjall, 2008, p.559). Yet the field of music and emotion studies is
complex, reflecting the mutual inconsistency between many different
research standpoints, terms used, conceptual solutions, and the defining
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relationships between everyday emotions, music-evoked emotions,
aesthetic emotions, and judgments. The difference between perceived
and felt emotions makes these considerations even more complicated. For
example, Juslin and Véstfjdll (2008) claimed that multiple mechanisms
of the induction of musical emotions are not unique only to music, and
that ‘the study of musical emotions could benefit the emotion field as a
whole’ (p. 559). Kone¢ni (2008) proposed the state of ‘being moved’ as
a replacement for a category of musical emotions within his Aesthetic
Trinity Theory (p. 582).

There are other theoretical alternatives, such as the insight that
music-evoked emotions are somewhat different from real-life emotions,
and more often aesthetic than utilitarian (Scherer & Zentner, 2008,
p- 595); or the claims that ‘music produces aesthetic pleasure, a sense
of peace and relaxation and/or stimulation and arousal” and ‘that music
is about aesthetic pleasure linked principally to musical structure’
(Rozin & Rozin, 2008, p. 594). The last claim connects the appearance
of aesthetic emotion with a cognitive understanding of the musical
structure. Here, questioning the role of expertise in the cognitive aspect
of contemporary music perception is particularly important. Thus, some
contemporary views presuppose that aesthetic judgments and aesthetic
modes of engagement are vital elements of aesthetic emotions evoked
primarily by cognitive mechanisms. In this case, the difference is made
between causal inattentive listening, which may result in basic everyday
emotions, and focused listening with an aesthetic attitude that can
induce aesthetic emotions (Brattico & Pearce, 2013; see Chapter 4 in this
volume).

Since we were focused on the question of how diverse classical
music knowledge and expertise is integrated into aesthetic experiences,
we transferred the perspective of aesthetic processing from the
contemporary visual arts, where aesthetic processing is defined as ‘the
sensation-based evaluation of an entity withrespectto the [ ...] conceptual
system’ (Jacobsen, 2006, p. 158). In this perspective, a perceiver’s level
of knowledge about the art is an important factor on which the outcome
of a complex emotional and cognitive multistage process of aesthetic
experience is based (Leder et al, 2004, p.505). ‘Consequently, the
viewer’s expertise is probably of ever-growing importance, because only
through knowledge about stylistic devices and underlying ideas can the
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viewer dissolve the ambiguities an artwork poses’ (Augustin & Leder,
2006, pp. 138-139). In line with this, some studies have examined the
role of art knowledge and education as facilitators of aesthetic emotions
in both the experience of music and painting (Miu et al., 2016), or
investigated the differences between the aesthetic experience of trained
musicians and non-trained listeners (Miiller et al., 2010).

Gaver and Mandler (1987) observed that:

to listen to a piece of music is to be engaged in a constant process of
interpreting it by activating relevant schemas. [...] The number of
schemas that may be active and the resulting richness of the interpretation
reached depends on both the internal and external structure of the music
and on the listeners” knowledge of the music, [and] the richness of their
schematic representation. (pp. 264-265)

Deliege (1989) and Deliege and El Ahmadi (1990) gained interesting
results in an experimental study where participants (musicians and
non-musicians) identified the cues for segmentation of a musical piece
during auditory perceptive analysis that coincided with the structure
of the music, providing an important theoretical contribution to the
cognitive psychology of contemporary art music forms.

Furthermore, as Krumhansl and Agres (2008) noted, contemporary
‘empirical research extensively documents that listeners’ knowledge
about melody, harmony, and rhythm influences what they expect in a
given musical context’ (p.584). Thus, in several theoretical models of
the compositional process, music knowledge is considered a part of the
composing system (Beauvois, 2018; Brown, 2003; Brown & Dillon, 2012;
Dean, 2017; Sloboda, 1986). It is emphasised that from the perspective of
the composer, music cannot be experienced without direct knowledge of
music and engagement with the interactive elements of music material
and structure, where the aesthetic experience relates to the meaningful
engagement and analysis of the outcomes of compositional processes
(Brown & Dillon, 2012, p. 79).

Certainly, the metacognitive strategies in generative and exploratory
phases of the creative process (Finke et al., 1992), related to elaboration
and hierarchical organisation and structuring of ideas, solving problems,
and finding solutions (Bogunovi¢ & Popovi¢ Mladenovié, 2014), as well
as the ‘quality of the creative outcomes will be influenced by the extent
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of the person’s knowledge and how the elements of that knowledge are
accessed and combined” (Bogunovi¢, 2019, p. 100).

When it comes to music performance studies, the opinion that the
cognitive principle of structural interpretation is the determinant of
performance expression, ‘aesthetic necessity’, and the basic source of
expressiveness in performance is widely accepted (Clarke, 1991, p. 87;
Dogantan-Dack, 2014, pp. 10-11; Juslin, 2003, p.290). Some authors
speak about ‘structural expression’ as part of the communication
process during the performance (see Bogunovi¢ & Popovi¢ Mladenovi¢,
2014). This corresponds with the results of the newest research study,
where musical properties are seen as the base on which the aesthetic
experience of contemporary classical music processing starts and
reflects its further cognitive and emotional processing (Mencke et al.,
2023, p.290). Understanding the musical structure is considered a
prerequisite for the successful aesthetic experience of classical music.
Music-specific knowledge is stressed as a crucial factor for the successful
cognitive mastering of music material. Thus, in recent research, where
the role of expert knowledge in professional music critics” experiences
was analysed (Nikoli¢, 2020), it was proven that music-related expertise
is an important variable that feeds the aesthetic experience of trained
music professionals.

The role of expertise in art appreciation was inferred by Augustin and
Leder (2006), who ‘found evidence that the experts would categorise
and interpret a piece of art based on style, while the non-experts would
refer more to personal experiences regarding feelings’ (pp. 150, 151).
Interestingly, it has been pointed out that ‘the possibility to use the
linguistic labels of musical events enable musically trained listeners to
encode musical structures in a more relevant way’ (Bigand & Poulin-
Charronnat, 2006, p. 102). Furthermore, Istok et al. (2009) concluded
that musicians describe their listening experience using adjectives
related to novelty and originality rather than to emotional characteristics
(p. 199). So, we intend to stress the role of specialised music knowledge,
presupposing that

every time a subject generates a response (e.g., ‘beauty’ judgment
or preference rating) to an artwork, the response reflects not only the
proximal cognitive and emotional processes that underlie it, but also their
distal developmental (including educational) histories. [...] [P]recisely
because expertise [...] has been shown to be a strong determinant of art
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perception [...] it has been incorporated as a critical variable in major
contemporary theories of aesthetic judgment and creativity. (Vartanian
& Kaufman, 2013, p. 161)

When it comes to the role of knowledge in emotional responses to musical
stimuli, the generative role of music-related knowledge was stressed a
long time ago in Meyer’s (1956) grounding theoretical framework that
binds perception, cognition, and emotional response to music. Namely,

music produces emotions because listeners actively generate expectations
and different degrees of tensions and relaxation from different sources
of expectation, one of them being extra-opus knowledge or style
knowledge, which does not depend strongly on explicit musical training;
non-musicians internalise it through passive exposure. (Krumhansl &
Agres, 2008, p. 584)

In other words, music-specific knowledge appears as a critical variable
in forming expectations from music, as a constitutive element of the
cognitive mastering of music, and, consequently, as a factor for positive
or negative arousal and aesthetic judgment.

In the present study, our attention was concerned with the music-
related knowledge and experience of contemporary music from the
perspective of three music experts involved in creating a particular
musical piece—from its composition to public performance and,
finally, its critical reception. The research assumes that music-related
knowledge is reflected in the communication of emotional and cognitive
processes by musicians and embedded in musical structure expression
and aesthetic responses.

Aims

This research aimed to: (1) analyse the verbalised aesthetic experiences
of the three experts engaged in music creation, conceptualisation, and
appreciation—that is, the composer, the performer (piano player), and
the musicologist; (2) confirm how specialised music-related knowledge
and proficiency are integrated into the participants’ aesthetic experience
of a contemporary music work; and (3) establish the differences in the
participants” aesthetic experiences depending on their role in making
music and, hence, in interpreting, understanding, and explicating the
same musical piece.
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We were interested in their experience of the piece of music,
addressing it from the participants’ different roles while not being
focused on examining the specific life cycle of the piece’s origination
and the compositional process itself. The literature review shows that
no prior studies have dealt with the phenomena of music professionals’
aesthetic experience of contemporary classical music using the
Interpretative Phenomenological Analysis (IPA). We believe this
represents the novelty of this study. We anticipate that the insightful,
in-depth statements about the aesthetic experience of contemporary
music by these experts may contribute to the understanding of the
aesthetics of contemporary music, and may facilitate communication
between those who create and receive the music (see also Chapter 7 in
this volume).

Method

Participants

Three musicians with expertise and long experience in contemporary
music, especially its creation and performance, took part in the study
from the point of view of the composer, performer, and musicologist.
Miroslav Misa Savi¢ (b. 1954), one of the most significant Serbian
contemporary composers (C) of the neo-avant-garde (Masnikosa, 2021),
graduated from Vasilije Mokranjac’s composition class at the Faculty
of Music in Belgrade (see Serbian Academy of Sciences and Art, 2023).
During the 1970s and 1980s, his work was radically innovative in Serbian
and Yugoslav artistic circles (Suvakovié et al., 2016, p. 979). In addition
to composing music, he is the author of various kinds of works in the
domains of multimedia, video, performance, and computer installation.
As a member and co-founder of the composer group Opus 4, and the
director of the music programme of the Students” Cultural Centre in
Belgrade (Miladinovi¢ Prica, 2021, p. 15), he advocated a new, ‘open’
approach to music. He had a significant role in originating Serbian
minimalism, experimentalism, and electronic music (Emmery, 2021).
Nada Kolundzija (b. 1952) (Kolundzija, n.d.) is a distinguished
Serbian pianist (P). For more than four decades, she has been introducing
Belgrade and Serbian audiences to the works of the 20th century classics
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with great success (Miladinovi¢ Prica, 2021). She expanded her repertoire
to include works by Serbian composers, many of whom have dedicated
their work to her. As a professor at the Faculty of Music in Belgrade,
she has inspired many young musicians to perform contemporary
music. Since the mid-1970s, she has collaborated closely with Miroslav
MiSa Savi¢, among others, within the Ensemble for Different New
Music [Ansambl za drugu novu muziku] (Ensemble for Different New
Music, n.d.), founded in 1977 (Ensemble for Different New Music, 2023;
Miladinovi¢ Prica, 2017). She is the winner of important awards including
a Gold Medal at the Global Music Awards in 2020, the Aleksandar
Pavlovi¢ Award from the Association of Composers of Serbia for lifetime
achievements in the promotion of Serbian music in 2019, and a Lifetime
Achievement Award from the Association of the Music Artists of Serbia
in 2016. KolundZija's recordings are available through five LP records,
nine CDs, and numerous radio and television recordings.

Milan Milojkovié, PhD (b. 1986) is a musicologist (M) and Associate
Professor at the Department of Musicology and Ethnomusicology,
Academy of Arts in Novi Sad. He publishes articles and chapters in
relevant Serbian publications concerning electronic music and new
technologies in contemporary Serbian music (Milojkovi¢, 2018), and
is author of the book Digitalna tehnologija u srpskoj umetnickoj muzici
[Digital technology in Serbian art music] (Milojkovi¢, 2020). Milojkovié
is also the music editor at the Third Program of Radio Belgrade, Serbia.
He designs analogue and digital musical instruments and performs
music with various, mostly chamber, ensembles.

Music material

The music piece Oh Light, oh Tenderness, Oh Darkness, Fandango for Dusan
[O svetlosti, 0 neZnosti, 0 mraku, fandango za Du8ana], for piano and
virtual tape, was composed by Miroslav Misa Savi¢ (KolundZija, 2020).
The work was performed for the first time in the Ceremonial Hall of
Belgrade City Hall on 13 December 2019. The unique aspect of this
composition lies in the fact that the pianist, Nada KolundZija, played an
essential part in the creative process, acting as co-composer. Her voice
reading the poem ‘Oh Light, Oh Tenderness, Oh Darkness’, by the well-
known Serbian poet Du$an Vukajlovi¢ (1948-1994; Vukajlovié, 1995),
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was passed through the open source software Pure Data. The program
monitored the amplitude and frequency of her voice and, based on this,
generated an electronic MIDI recording, transposing the live voice into
the electronic piano and voice sound. The tape with electronic (piano and
voice) sound became the basis of the composition. In creating the piano
part, the pianist combined aspects of Miroslav MiSa Savi¢’s composed
piano material with selected excerpts (Figure 3.1) from Fandango, by the
Spanish composer Antonio Soler (1729-1783), to create a final satisfactory
version of the piano part (Savi¢, 2020). However, during the preparation
of the performance, the composer and the pianist were not satisfied with
certain solutions, so they changed the material and several iterations
were exchanged between the co-authors before the final version of the
piece came about. It is essential to recognise that Savi¢ used computer
algorithms, which are effective in terms of de-subjectivising music and
suspending aesthetic judgment. Consequently, he invites the pianist to
be active in composing, that is, to be responsible for choosing musical
material. The pianist’s interaction with the electronics as a virtual but
coequal protagonist was vital for creating a specific amalgam that blurs
the division between the composer and his performer, analogue, and
digital mediums. The mutual challenges that piano and electronics set
before each other, their joint play in illuminating and transforming each
other, create a dynamic and imaginative sonic universe. Therefore, the
sounds’ origin, identity, and the difference between the piano/acoustic
and electronic components are sometimes difficult to distinguish.

Data collection procedure

Astothemethodologicalapproach, wedecided touseaqualitativemethod
which has great value when ‘a process of searching for meaning and
understanding, seeking to illuminate participants’ realities” (Williamon
et al, 2021, p.231) is the aim of the research study. We gathered
qualitative data using short, semi-structured interviews conducted
two years after the composition had its premiere performance. All
three participants were asked to verbalise their impressions concerning
their aesthetic experiences, emotional responses, and reflections while
composing, performing, and listening to the musical composition. The
participants were prompted in the following way: ‘Please verbalise



3. Aesthetic Experiences of Contemporary Music 55

your aesthetic experience of the composition Oh Light, oh Tenderness,
Oh Darkness, Fandango for Dusan in two ways: How do you reflect on/
understand the musical piece and how do you emotionally react to it?’

Questions and answers were given in written form and sent via
email. Participants preferred writing down their narratives instead of
having live conversations. The intention was to get personally salient
in-depth contributions that would capture the core of their experience
in a way that enabled us to work analytically with a detailed written
narrative. After responding to the first round of questions, the piano
player returned her narrative but needed additional, more concrete,
and directed questions. Based on her initial narrative, we provided
additional questions and opened a written dialogue to stimulate a
more precise verbalisation of her thoughts and experiences. The other
two participants did not need further encouragement to express their
reflections. The average narrative we received from each participant was
about 600 words long.

Data analysis

For qualitative data analysis, we chose IPA, which focuses on
understanding the lived experiences of individual participants and,
often, how these relate to or differ from those of others (Williamon et al.,
2021, p. 236), trying to obtain in-depth comprehension. The idiographic
focus of this method means that IPA aims to offer insights into how
a person makes sense of a given phenomenon, making this method
meaningful for our exploration (Eatough & Smith, 2008; Smith, 2004).
Thus, the participants’ narratives were treated as a window into their
music experience. The first author performed the IPA.

The dataanalysis sequence of steps was as follows. Firstly, the pianist’s,
composer’s, and musicologist’s written narratives were read multiple
times to extract meanings. The clusters of meanings were noted down,
those relevant to each participant as well as to the data set as a whole (see
Williamon et al., 2021, pp. 245-246). The identified significant elements
were related to the content of words that participants used (what is being
reflected upon), language use (features such as key phrases, metaphors,
symbols, and explanations), descriptions of emotional responses, and
the presence of specific terminology and concepts. Secondly, after
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completing the initial noting, a more interpretative stage of meta-
critical analysis and grouping of identified meaningful elements was
implemented to generate themes for each participant. The next step was
to search for emerging, superordinate themes across all participants’
narratives, actively interpreting clusters of participants” words. Each of
the themes was supported by extracts from the verbal data made by
the participants (see Williamon et al., 2021, p. 246). Finally, the third
step of data analysis was related to the IPA’s focus on convergence
and divergence within a participant’s experiences in such a way as to
connect and compare themes. Thus, a comparative analysis was made
to identify the mutual connections and differences within the generated
themes concerning the specific musical roles and expertise participants
have regarding composing, performing, and critical listening.

Findings

The results presented here are organised in two parallel ways:
systematically, following the three identified themes presented within
the perspective of each participant; and comparatively, highlighting
the commonalities and differences that the themes reflect among the
participants.

First theme: Aesthetic experience as da feeling of ‘music completeness’

The first theme arose from participants’” descriptions of the aesthetic
experiences as ‘feeling’” music, but not in the way of some specific
‘simple’ feeling, but rather in generalised terms of music as an aesthetic
event that is related to cognitive and perceptual processes, as the feeling
of ‘music completeness’. For example, the piano player formulated her
initial narrative on aesthetic experience by talking about the process of
collaborating on the creation of the piece and identifying the moments
when she felt that she should stop working on it any further and that
‘everything is in its place”. Her answers suggest that the pianist perceives
music as a primarily experiential phenomenon, that is, auditory,
sensational, and nonverbal, which is not possible to transfer into other
systems of expression, such as language. Conclusions about music
are guided by the feeling of aesthetic completeness, that something is
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‘good and in the right place’, when inner auditory representations are in
congruence with the external sound of the music. There are numerous
narrative segments where the performer articulates her aesthetic
experience as determined by the feelings retrieved from the current
and past involvement with performing and listening to music. In the
participants” quotes, certain phrases have been bolded for emphasis by
the first author.

It is hard for me to answer all these questions. I never ask them myself.
Talking about music that is so abstract seems impossible to me. The
answers I get through playing are not the ones that can be translated
into words. During work preparation, conscious thinking has a role to
play. It does help to reach the goal faster, which is ‘to put everything
where it belongs’. The place is felt. It is comfortable, and there is no need
to look for anything else. This is preceded by [musical | work, listening,
searching... (P)

The decision to shape the musical piece was a process driven by intuition
and experience. Like cooking. Spices are added, we try the taste, and we
go on until we reach—mmmmmmmmmmmmm, it is delicious. (P)

Fandango is a dance, so, in this case, I tried to get that dancing feeling
while playing some segments of the composition. (P)

I started listening to various fandangos to bring that feeling into the
score. However, the music sheet was great and interesting, but I couldn’t
feel it like a fandango. And so, while still listening, I came across Soler’s
fandango and started playing it. [...] I took scissors and began to cut
parts from both scores from which the material with the tape could be
further built and aligned. I arranged those parts until it seemed to me
that nothing needed to be changed anymore. (P) [Figure 3.1]

[...] I did all this in parallel while listening to the tape. And really,
everything was placed where it belonged. Although a new score was
made, there was still room for me to feel when I ‘entered’ the tape sound,
so it kept the energy of freshness and the power of spontaneity... (P)
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Fig. 3.1 The performer’s presentation of ‘finding the right feeling’ for the
musical piece through combining parts of Savi¢’s original and parts of Soler’s
score (the names of the two composers are indicated in red colour)

When it comes to the composer’s narrative, a description of the aesthetic
experience as generated from feelings is not expressed, probably due
to the compositional strategy of ‘using computer algorithms, which are
effective in de-subjectivising music and suspending aesthetic judgment’.

In the musicologist’s narrative, the ‘emotional effect’ of music is
tackled and defined as ‘pleasure in sound’. Two equivalent ways to
describe satisfaction felt by music are pointed out: (1) enjoying a piece of
music as a ‘beautiful object’, in terms of admiring the composer’s skilful
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handling and structuring of sound material, and (2), equivalent to that,
a feeling of ‘euphoria and optimism” caused by the effect of ‘musical
surprise’ that occurs when discovering an unexpected music system.
The latter is known in the cognitive psychology of music as a trigger
of emotional response, as the unexpected musical event that is not in
agreement with the ‘expectations’ built up by experience and knowledge
(Huron, 2006; Juslin, 2019; Juslin & Vaistfjill, 2008; Meyer, 1956).

The emotional effect was the pleasure ‘in sound’, above all, since the
work of music can be enjoyed as a ‘beautiful object” of music art, only
based on modelling its sound content, which, in addition to establishing
complex (and therefore satisfactory) relationships with the past and
contemporary music scene, is skilfully composed, and directed towards
the settled goal. The second feeling I could describe is in connection
with the nature of electro-acoustic sound, i.e., manners of using, in this
case, digital musical tools. The equivalent of that feeling may be found
in writing and listening to (tonal or atonal) counterpoint compounds
according to pre-set rules, which on the one hand, manifest as music
limitations, but on the other, the limitations arise from a person’s
insufficient knowledge of physical laws. Every moment of overcoming
one system’s rules by discovering another, new one, evokes a feeling of
euphoria and optimism. (M)

Second theme: Imagery and metaphors ds expressions of experience

The second superordinate theme was drawn from the examples of the
participants” deliberate description of the music experience through
specific metaphors and almost literary-oriented language style and
terminology. For example, the cognitive elaboration of the relationship
between performer and computer is experienced as if the computer
program is a living machine resisting cooperation:

The computer program that Mi$a used was a partner in creating the work.
Unpredictable, uncontrollable, surprising... [...] The result of the poetry
reading passed through the computer program was amazing. Although
the program reacted to my voice, its reactions were utterly unexpected
and unpredictable. There, it was not possible to achieve the interaction
I expected. I changed the reading tempo, stretched the words, took
breaks, and changed the pitch of the voice. I tried to somehow be in the
community with the program, but it was still completely independent
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and non-cooperative. I was appalled by this unpredictable ‘cooperation’
with the machine. (P)

From the composer’s perspective, this theme expressed his continuous
challenge in ‘constructing’ the piece’s architecture and solving problems
he faced on the way. Again, here we meet the need for ‘aesthetic
completeness’, as in the pianist’s reports of the process of searching for
the right form and sound of the interpretation:

I built my aesthetics like a tower of cards, which was increasingly
threatened with the danger of collapsing by adding new cards (the
aesthetics of a new musical piece). That is why creating new works
challenges me with increased risk and difficulty. I thought of each
new piece as the last one composed. However, the remaining deck of
unallocated cards and the feeling of incompleteness forced me to take
risks repeatedly. (C)

The narrative of the musicologist lacks the literary writing style, namely,
the personal imagery provoked by the musical piece. The musicologist
avoids poetic metaphors, maintaining their evaluative approach by
using professional, stylistic terms and music expectations based on
expert knowledge, which belongs to the third theme.

Third theme: Aesthetic experience and prevalence of musical knowledge

The aesthetic experience of the musical piece and its relationship
to specific expertise is present within the narratives of all three
participants, especially those of the composer and musicologist.
However, the type of knowledge that is required and relied on is not
only theoretical knowledge per se, but also the knowledge acquired by
music-specific training and education as a deliberate mix of personal
music preferences, expert attention, critical reflection on style, structure,
and the application of aesthetic concepts, including what is shared and
what is new for a particular composer:

This composition is very special and layered. Various layers are involved
in it. Sound-transformed poetry is its basis. The actuality is present
through the score of the composer and the past through the score of
Antonio Soler. Aleatoric elements were very present in its creation, in all
layers, from reading the song, ‘the piano that speaks’, and both scores.
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The composition is ‘tailored” on elements of aleatoric. That’s how it got
structured. (P)

My aesthetic ideal consisted of a minimum of change that allows
repetitiveness of dramatic tension, increase and/or decrease of tension,
but also consistency. It was based on an increased aversion to those music
patterns that were far from the proportions of pitch and rhythm and that
made an unpleasant noise or clamour. In this way, I established a special
non-aesthetic, the beauty of dislike. This non-aesthetic for me was a clear
boundary that separated the acceptable from the unacceptable and by
the nature of things, what was acceptable was more or less undefined,
indefinite. Formal aesthetics such as Eduard Hanslick, Carl Dahlhaus,
Ivan Foht, Dragan Jeremi¢, and others did not help establish my aesthetic
theory. (C)

The difficulty of this challenge was partly influenced by the prejudice I
always had towards the combination of poetry and music. For me, reciting
poetry accompanied by music has always been at the lowest aesthetic
level, on the unbearably pathetic scale of emotional understanding of
sound. And that is exactly what I took as a topic or an aesthetic challenge
to be solved. The reciting piano performer, her voice ‘playing’ the piano
thanks to a computer program, and a whole series of shifted roles served
to turn a non-aesthetic situation into a new and possibly, acceptable
aesthetic. The element of improvisation included in all dimensions of the
work further complicates this task. (C)

Collecting non-aesthetic criteria was especially valuable to me in
algorithmic composition, when a computer program would generate,
in part or whole, a music structure, and when the proposed material
should be rejected or changed. As that experience increased, so did the
role of the computer program. The compass of positive aesthetic criteria
was a reliable tool for navigating an unknown space. (C)

ITunderstand composition as a significant contribution to the development
of sonification practice in our [Serbian] electro-acoustic music and as a
welcome effort to further automate and implement music information
retrieval (MIR) as part of a composition practice. Although there were
similar aspirations in our musical past (such as Vladimir Jovanovié¢’s
Ornithophony or Miroslav Misa Savi¢’s White Angel; Milojkovic, 2020) this
work differs from the previous ones primarily in instrumentation since it
is a concert piece for piano and recorded electronic part, while earlier this
type of work was related to the studio conditions or gallery installations.
M)

61



62 Psychological Perspectives on Musical Experiences and Skills

The first impression of listening is that this is ‘real’ Miroslav MiSa Savic¢,
the sound quality of the work is like that of my favourite compositions
from his earlier works, especially for piano. The second impression was a
surprise at how much vivacity the sonification process resulted in [...]. I
similarly experienced extended techniques at the end of the composition,
which was a welcome contrasting segment, ‘refreshing’ the overall sound
result. (M)

Discussion

The final aim of the analysis was to compare superordinate themes
between the narratives of the three participants. The condensed
presentation of the IPA results contains the aesthetic and cognitive layer
of the findings seen through the perspective of specialised knowledge
and experience of music (Figure 3.2).

Aesthetic experience (AE) = cognitive and emotional processing

THEMES
Feeling of music completeness
Imagery and metaphors

Prevalence of musical knowledge

!

CONCLUSIONS
Idiosyncratic expectations
Historical and present stage

Music structure and expectation fulfilment

!

Music-specialised knowledge as AE layer:

theoretical and experiental knowledge based on formal properties of music

Fig. 3.2 Overview of research outcomes
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The discussion focuses on three points:

Firstly, the perception of the aesthetic quality and character of the
musical piece is driven by expectations that are idiosyncratic and
based on the aesthetic experiences and expert knowledge of each
participant. The performer’s aesthetic experience is driven by her
intuitive feeling for music and long-term experience of performing
and listening to music. For example, to reach the fandango character
of the composition, the performer compared and tried to match this
new aesthetic experience with the previous aesthetic experiences of
a particular type of music for dancing—the listening and performing
experience of fandango.

On the other hand, the composer showed a tendency to achieve the
consistency of his conceptual set-up, and elaborated compositional rules
within the newly created composition as differentia specifica of his poietics.
The composer’s narrative of the aesthetic experience is presented as
a theoretical elaboration of his attitudes towards the combination
of poetry and music, the ‘aesthetic challenge’, and the technique of
‘shifted roles’ that could turn a ‘non-aesthetic situation” into a new one
that is aesthetically acceptable. The composer’s narrative is marked by
cognitive elaboration and decision-making concerning generating music
material and structure. It presents a consistent personal aesthetic theory
of transforming the non-aesthetic into the aesthetic through applying
the appropriate poietic—conceptual and technical—compositional
procedures.

Interestingly, both the criteria of the composer and performer appear
in the narrative of the musicologist. Thus, the word ‘fandango’ in the
composition’s title directed both the performer and the musicologist
to base a positive aesthetic evaluation on expecting and reaching the
feeling—in creation and reception—of the fandango character. On
the other hand, the composer and the musicologist expected sound
expression of theoretically explicated compositional procedures, noted
in the recorded composition’s accompanying note (Savi¢, 2020). In
both examples, the aesthetic experience was directed by expectations
and references outside the music itself—by the verbally formulated
dancing character of the composition and the theoretically explained
compositional procedures that should be perceived in music through
the experience of listening.
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Secondly, the aesthetic experience of music is a process that operates
in a circular progression involving two stages. These are the historical
stage, based on past individual emotional and cognitive experiences,
and the present stage, based on the musical structure of the current
aesthetic object. These two stages are present in a circular relationship
with different degrees of intensity. In the case of the composer, the
deliberate cognitive processing of music based on conceptually founded
and elaborated individual artistic poietics, and the expectation to ‘hear’
this in the sound, are dominant. In the case of the pianist, the previous
personal auditory experiences of music as musical completeness are
dominant.

In the case of the musicologist, the auditory experience passes
through cognitive processing of specific classical music knowledge and
training, with a transition towards emotional experiences. Emotional
experiences are the result of deliberate cognitive mastering of music,
in terms of surprise and satisfaction derived from the logic and
expectations of musical material structuring. Thus, it seems that both
the pianist and musicologist feel the logic of music both intuitively and
deliberately simultaneously. However, emotion of the musicologist is
aesthetic, where the emotional reaction to music is founded on the
idea of experiencing beauty through the recognition and evaluation of
the music’s structure, characteristics, and properties of music material.
This corresponds with the previous empirical research conclusions
that ‘the adjective “beautiful” was the most frequently used term to
describe the aesthetic values of music’, both by music experts and
laymen (see Istok et al., 2009, pp. 191, 195). What is prominent is that
in the cases of all three participants, the musical expertise is strongly
grounded within the historical stage, not only in the form of knowledge
about music, but also as expertise that has been acquired by long-term
experiential training in creating and performing, that is, in listening to
music.

Thirdly, and consequently, the findings showed that the mechanism
of music expectancy (Huron, 2006; Meyer, 1956) has a crucial role
in forming the aesthetic response to a music piece. This concerns
expectancy that is fulfilled by the music material and structure, and by
the induced emotions that belong to the category of aesthetic emotions.
As already noted, music expectancy is important when considering how
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music elicits emotions, and was initially explained in Meyer’s theoretical
framework on musical expectancy and emotion:

[An] important aspect of Meyer’s theory is that it de-emphasises the
general mood (such as happy, sad, or peaceful) engendered by passages,
movements, or entire musical pieces and emphasises instead the
moment-to-moment response to the ongoing music flow. The theory’s
essential claim is that music produces emotions because listeners actively
generate expectations (mostly unconsciously) for what is to follow [...],
and the response depends on how expectations are fulfilled, perhaps in a
particularly artful way or at an unexpected delay. (Krumhansl & Agres,
2008, pp. 584)

Regarding Meyer’s sources of music expectation, expertise was
a primary source of anticipation among our participants, firmly
integrated and developed within the aesthetic experiences, and
accompanied by the development of style-related processing. Expertise
as a source of expectation (from both composer and musicologist) is
why the dominant criterion for making positive aesthetic judgments
is established by evaluating music structure from the standpoint of
stylistic and poietic conceptualisations. Next, an emphasis on the value
of originality and novelty in structuring music expectation fulfilment
had a significant role. The narratives of the composer and musicologist
reflect the potential for cognitive music mastering through acquiring
expertise: knowledge of musical structure, formal properties, and style.
Successful cognitive mastering induces positive aesthetic emotions.
Even in the case of the pianist and her description of intuitive music
completeness as ‘feeling’, the experience is based on the artistic music
expertise that determines what should be expected and heard in a
piece of music, including musical structure and the properties of music
components and form.

To summarise, the three conceptualisations of music or three types of
music expectation that interweavingly induce the aesthetic experience
of music experts are: (1) that music is an aesthetic object that is meant
for listening to, feeling, and judging based on the expectations driven
by the long-term experience of performing and listening to classical
music structures; (2) that music as an aesthetic object is expected to
reflect a composer’s individual and theoretically elaborated concepts of
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how the piece of classical music should be made and (3) that music
is an aesthetic object with autonomous structural characteristics that is
expected to reflect its specific place within the history of classical music
and its relations with other music pieces.

Conclusion

In conclusion, specialised art knowledge can play a salient role in
experiencing art by acting as an underlayer of aesthetic experience
and aesthetic emotions, and it has the power to put into operation,
through an individual pattern, both emotional and cognitive aspects of
aesthetic experience. Let us suppose that everyone is defined by specific
self-developmental history (Vartanian & Kaufman, 2013). In that case,
specialised art knowledge is not something other than the phenomena
of aesthetic experience but is immanent to it, an essential factor that
makes each person’s developmental history unique. The comparison
of the three narratives reflects the fact that the nature of specialised
classical music knowledge is doubled and that dual core comes from the
different developmental histories of the participants in terms of their
music education and various types of involvement with music.
Namely, we may conclude that one type of expertise as a layer of
aesthetic music experience is a type of theoretical knowledge—learning
and knowledge acquisition through which models of music structure
and style are integrated and developed within the aesthetic experiences.
The other type of expertise could be named experiential knowledge—
the knowledge that comes from experience and training in creating,
performing, and listening to music, and is related to the person’s
mastery of skills in the appreciation of music acquired by their long-
term lived experiences with music. Thus, the piano performer draws on
her experience intuitively, based on internalised, automated knowledge
about music, just as the other two respondents do. However, we should
not neglect the fact that the performer talked about ‘notes falling
into place’, the composer about ‘dislike’, and the musicologist about
‘euphoria and optimism’. This means that even when the double nature
of expertise is developed to its full potential, the cognitive processing of
aesthetic music experience and music expectations always leads to the
expression of a unique emotional response. This emotional response, as
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aesthetic emotion, is attached to and inseparable from the effects of both
theoretical and experiential knowledge. This conclusion corresponds
with current findings that the aesthetic experience brought about
by contemporary music is mainly related to the successful cognitive
mastering of music’s formal properties (Brattico et al., 2013). We can see
this as inherent in the aesthetic responses of all three participants.

Our findings further confirm existing insights that the perception of
contemporary music results from conscious immersion in music, where
the individual dedicates attention to perceptual, cognitive, and affective
interpretation based on the formal properties of music (Brattico et al.,
2013; Brattico & Pierce, 2013). The aesthetic experience of contemporary
classical music is brought about by the mutual interplay of music
expectation, experiential and theoretical knowledge, and, primarily,
from immersive engagement with musical properties and structure.
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Introduction

An important reason for listening to music relates to the emotions
expressed and elicited by it (Schéfer et al., 2013), with some listeners
describing strong emotional responses to music that are highly
memorable (Gabrielsson, 2011). Music and emotion research has often
focused on how emotions are perceived in music (Balkwill & Thompson,
1999) and what psychological mechanisms underlie emotions elicited by
music (Juslin, 2016; Juslin et al., 2015). Much of this research has focused
on a small set of basic emotions (Ekman, 1999), linked to adaptive
functions, action readiness, and goal orientation, and on Western
participants and listening contexts (Jacoby et al., 2020). More recently,
a growing body of research is conducted cross-culturally, including in
areas with little exposure to Western tonal music (e.g. Smit et al., 2022).
Within this, few studies investigate the experience of aesthetic emotions.
In this chapter, we discuss properties of aesthetic emotions, and reflect
on expanding the main concepts to align with ecological perspectives,
arguing this will also contribute to the usefulness of this research across
cultural contexts.
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Aesthetic vs. everyday emotions

It has been proposed that musical emotions, and emotions in aesthetic
engagements broadly, may have distinct features and should be
separated from ‘everyday’, basic adaptive emotions (Menninghaus et
al., 2019; Zentner et al., 2008).

Kant (1790/2001) described the idea of aesthetic emotions as
being ‘disinterested’; such emotional responses have no utilitarian or
survival purpose. Recent formulations of aesthetic experiences have
developed this idea. For example, Kone¢ni (2005) noted that whilst
awe, a prototypical aesthetic response to the sublime, can be elicited
in the face of physical grandeur, including elements of threat, an
essential requisite for the experience is the guarantee of existential
security. Frijda and Sundararajan (2007) differentiate between ‘coarse’
and ‘refined’ emotions, the latter being more detached from real-
world concerns, involving more self-reflection and little associated
action.

Whilst the distinction between aesthetic and utilitarian emotions is
intuitive, it is hard to objectively separate them. Schubert (2024) found
three aesthetic emotions to be reliably included in previous investigations
without counterexamples, namely awe, (being) moved, and wonder.
Even so these emotions may occur in non-aesthetic circumstances
(Keltner & Haidt, 2003; Silvia, 2008). In a complementary view, Koelsch
(2010) proposed that musical emotions are ‘true’ emotions, as they
reflect brain region activity linked to emotional responses with action
tendencies and goal-orientation.

Given these issues, a contemporary view is that aesthetic judgments
and aesthetic modes of engagement are key elements of aesthetic
emotions. Brattico and Pearce (2013) propose that, in a music-
listening context, causal inattentive listening may result in everyday
basic emotions, whereas focused listening with an aesthetic attitude
can induce aesthetic emotions. Juslin (2016) suggests that instead of
considering ‘coarse’ and ‘refined” emotions (Frijda & Sundararajan,
2007) as distinct sets of emotions, we should consider the ‘refined’
category as a special mode of experiencing ordinary emotions, i.e., as an
aesthetic mode of listening. In Juslin’s BRECVEMA framework (2013),
aesthetic judgment is included as one of the mechanisms of emotion



4. Aesthetic Emotions in Music 75

induction, complementing other mechanisms derived from general
adaptive functions. As it is possible that aesthetic judgments may
precede aesthetic emotion responses, and vice versa (Huron, 2016),
the causal directionality remains undetermined (Egermann & Reuben,
2020). In theoretical work related to various art forms, Menninghaus
et al. (2019) emphasised the importance of aesthetic evaluation in
the definitional scope of aesthetic emotion; for instance, being moved
may be an everyday emotion, an art-elicited emotion (elicited by an
art object), and an aesthetic emotion (elicited by aesthetic qualities of
the art object, involving aesthetic evaluation). Thus, not all emotions
elicited by art are aesthetic (Wassiliwizky & Menninghaus, 2021),
and those emotions that are, involve an evaluation of and response to
aesthetic qualities of the stimulus. Jankovi¢ and Madarev (see Chapter 2
in this volume) provide supporting evidence for the role of cognitive
evaluation as a contributing component to aesthetic experiences of
music in addition to emotional valence and arousal, corroborating
their three-dimensional model of aesthetic emotions. Nikoli¢ and
Miladinovi¢ Prica (see Chapter 3 in this volume) provide rich insight
into such cognitive evaluative processes as reported by music specialists
engaging with contemporary music.

Aims

The aim of this chapter is to consider how characteristics of aesthetic
emotions as defined in the research literature operate within cross-
cultural studies of emotion and music, and to discuss how we believe
the main concepts can be developed to better fit notions of music
listening as embodied and embedded in cultural contexts. To do so,
we discuss concepts, measurements, processes, and cross-cultural
comparisons centralising the aesthetic affordances relevant to music-
related emotions. This discussion takes us from aesthetic evaluation
being relevant to aesthetic emotions and a level of disconnect from
everyday consequences, to considerations of value and affordances of
music to listeners, including functional uses, which we argue facilitate
the translation of the notion of aesthetic emotions in music to diverse
cultures.
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Main discussion
Measurement scales and physiology

Emotion concepts and labels

Systematic characterisations of the emotions frequently associated with
music have been conducted by various researchers, as early as Hevner’s
list of adjectives (1936). Of specific interest are those studies that
have investigated emotional responses in ecologically valid listening
situations. For example, the Geneva Emotional Music Scale (GEMS;
Zentner et al., 2008) has been validated with audiences attending music
festivals and concerts. This scale was later adapted to better capture
responses to a range of musical genres. The updated Geneva Music-
Induced Affect Checklist (GEMIAC) contains fourteen clusters of
feeling terms ranging from being moved or touched, feeling joyful and
wanting to dance, being filled with wonder and amazement, to feeling
indifferent and bored or tense and uneasy (Coutinho & Scherer, 2017).

A broad examination of aesthetic emotions has been conducted by
Schindler et al. (2017), who captured aesthetic emotions in various
contexts. Emotion terms were collated from empirical, theoretical and
philosophical research that describe responses to music, literature,
theatre, film, and visual art. The terms were clustered into five
factors: prototypical aesthetic emotions, pleasing emotions, epistemic
emotions, negative emotions, and self-forgetful emotions, leading to
the formulation of the Aesthetics Emotion Scale (AESTHEMOS). This
scale comprises twenty-one subscales including beauty, fascination,
awe, being moved, nostalgia, humour, vitality, joy, interest, intellectual
challenge, ugliness, boredom, and sadness, amongst others.

These self-reporting tools provide opportunities for exploring
emotional experiences found during engagements with music as well
as in other aesthetic contexts. Nevertheless, having a specialised list
does not yet tell us whether an emotion is aesthetic in nature, as most,
if not all of these emotions might occur in non-aesthetic circumstances.
It is also important to evaluate appraisal patterns that may link emotion
categories with aesthetic judgments (Menninghaus et al., 2019) or, as
Jankovi¢ and Madarev (see Chapter 2 in this volume) argue, cognitive
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evaluation more generally. For example, Juslin et al. (2015) asked
participants to evaluate the mechanism that they deemed responsible
for their emotional responses in addition to the responses themselves.
A further avenue for the exploration of mechanisms and examination of
the experience of emotion is to consider the physiological manifestations
accompanying aesthetic emotions in addition to self-reporting.

Physiological manifestations: Chills and tears

Physiological measurements can be used to corroborate emotional
responses and to offer insight into moment-to-moment developments
(Benedek & Kaernbach, 2011). Such measurements aim to capture
bodily experiences including chills, shivers, tension, excitement, or
tearfulness.

Aesthetic chills have been described as emotional experiences
accompanied by goosebumps, shivers, or tingling sensations (Bannister,
2020). Chills have been associated with increased skin conductance,
heart rate, and pupil dilation (Laeng et al., 2016; Rickard, 2004; Sumpf
et al, 2015); additionally, chills have been linked to brain activity
associated with reward and pleasure (Ferreri et al., 2019; Salimpoor
et al., 2011). Theoretically and empirically, chills reflect prototypical
qualities of aesthetic emotions; they are pleasurable and rewarding,
involve increases in arousal, and can often be linked to aesthetic features
of the music (Bannister & Eerola, 2018; Grewe et al., 2007; Panksepp,
1995). Additionally, chills are associated with common aesthetic emotion
concepts such as awe and being moved (Benedek & Kaernbach, 2011;
Konetni, 2005; Schurtz et al., 2012), feelings of beauty (Gabrielsson,
2011), and nostalgia (Bannister, 2020).

Further physical reactions indicative of strong emotional experiences
are crying or tears in response to music (Gabrielsson, 2011). Crying
is a multifaceted phenomenon with several subtypes (Vingerhoets,
2013), and whilst adaptive accounts describe the function of tears
in terms of signals to elicit social support during times of distress
(Gracanin et al., 2018), crying also seems prevalent across aesthetic
engagements (Eerola & Peltola, 2016; Pelowski, 2015) where these
functions are less apparent. Cotter et al. (2018) explored experiences
of crying and feeling like crying in relation to music, finding that
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these mostly occurred with familiar music, music that held special
meaning for the listener, and when participants were listening alone;
furthermore, whilst crying to music was sometimes linked to awe and
being touched, inspired, and amazed, most accounts were linked to
sadness and more distressing experiences, and to memories of events
(Cotter et al., 2019).

Hanser et al. (2021) found in a large survey of over 2,000 participants
that tears were most commonly reported in the context of being moved
(65%), sadness (53%), and nostalgia (28%), followed by powerlessness
(24%). Nearly 50% of crying-to-music episodes also involved
goosebumps, suggesting that chills and tears may be related experiences
in aesthetic contexts (though see Mori & Iwanaga, 2017).

Several methodological challenges remain when recording tears
and chills, including measurements using physiological and muscle
tension signals. But, together with self-reports of aesthetic emotions,
these phenomena can be used to further investigate the musical and
contextual characteristics in which aesthetic emotions occur, with the
aim of linking them to emotion induction processes. These phenomena
may afford investigations of aesthetic emotions as they happen, exploring
concurrent physiological activity patterns and brain activity via
neuroimaging approaches, reflecting a burgeoning area of work labeled
‘neuroaesthetics’ (for a review of methods that includes neuroimaging,
see Timmers & Loui, 2019). The meaningfulness of strong physiological
responses such as chills, tears and shivers underpins a notion of aesthetic
emotions as heightened emotional experiences of music.

Relationships to musical material, context, and person

In ecological terms, it is not just a matter of who listens to what in what
context, but of their interactions: preferences interact with personal
characteristics and use (Racevska & Tadinac, 2019), and emotional
meaning arises through listeners interacting with music in particular
contexts for particular purposes (Lennie & Eerola, 2022). This means
that context and person need to be considered in combination with
relationships between experienced emotions and musical properties.
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Musical and acoustical properties

Various psychoacoustic characteristics have been identified as important
cues for emotional expression in music, drawing parallels with vocal
expressions of emotions (Juslin & Laukka, 2003) and emotional
movement (for a review, see Timmers & Loui, 2019). However, where
research on aesthetic emotions is concerned, specific attention has been
paid to dynamic properties of music: changes, surprises, and patterns
of tension-relaxation. Tension has been associated with harmonic
progressions (e.g., away from and return to the tonic), intensity
fluctuations, pitch height, and consonance and dissonance (Arthurs et
al., 2018; Farbood, 2012). Whilst primarily modelled in the context of
the Western classical and romantic repertoire (Lerdahl & Krumhansl,
2007), Solberg and Dibben (2019) investigated a contemporary example,
specifically the break routine in electronic dance music where the release
of tension is associated with heightened pleasure and physiological
responses, including chills.

Dynamic change, deviation, and probability

Seen from a dynamic perspective, emotional response arises by variation
across and within pieces (e.g., Coutinho & Cangelosi, 2011; Sloboda,
1991; Warmbrodt et al., 2022). A key strand of research in this context
is the attempt to model the information dynamics of music, specifically
variations in predictability and uncertainty, which has been modeled
using information entropy (Pearce, 2018). As Huron (2006) famously
explained, such predictability concerns the what (e.g., what pitch) and
when in time of musical events. Musical expectancy has been indicated
as one of several mechanisms for felt emotion (Juslin, 2016). However,
there is debate around its strength as an emotion induction mechanism.
Expectation and violations thereof may give rise to micro-affects (Huron,
2006) that are nevertheless important for an engaging experience (see,
e.g., Mekis$ Recek, et al., 2021).

The link to strong aesthetic emotional response may be found at the
intersection between two forms of prediction: Cheung et al. (2019) found
that music is experienced as most rewarding or pleasurable when high
predictability (a highly expected event) occurs in an uncertain context
or, conversely, when low likelihood (an unexpected, surprising event) is
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combined with high predictability. The break routine (Solberg & Dibben,
2019) seems an effective example of the first combination: the return of
the original groove is highly predictable, but the timing is uncertain and
delayed. The classical appoggiatura in a recursive harmonic sequence
can be seen as an illustration of the second combination: a dissonant
non-chord tone with low probability occurs in a highly predictable
manner and context. This is used, for example, in Barber’s Adagio for
Strings, which is experienced as strongly sadness-inducing (Krumhansl,
1997). Such interactions between predictability and surprise extend
notions of ‘deviation as expressive’. Deviation in performance may be
particularly valued if operating in a close to predictable manner (Todd,
1995), and if done in ways familiar to listeners (Timmers, 2007). They
also offer an interesting perspective on the well-known inverted-U curve
between complexity and preference: it is not just about the appreciation
of a balanced level of complexity (Berlyne, 1970), but specific affective
tensions that afford affective responses: seeing something familiar in
new ways or predicting the unexpected.

A special case of combining predictability and innovation may be
the widespread tradition of ornamentation, variation, and partial
improvisation that is so very common in many music traditions. Some
evidence exists for the emotional effect of ornamentation (Timmers
& Ashley, 2007), but further work in this area is warranted, including
how the balance between predictability, uncertainty, and certainty shifts
within and across musical phrases.

Musical affordances as aesthetic emotional response

An interactional perspective on relationships between music and
aesthetic emotions takes into account what music may afford to listeners
in particular contexts: music affords an opportunity to dance, celebrate,
and socialise at a party; to mourn and share grief at a funeral; and to
aid spiritual reflection or expression at religious gatherings. This aligns
with identified emotion mechanisms such as entrainment and emotional
contagion, or the ‘sharing” of emotion (Juslin, 2016). Memory is another
identified mechanism. Whilst recall may give rise to felt emotion due to
a particular incidental association, this process of association and recall
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can also be seen as something that music affords, a positive attribute of
music, as applications of music in therapy and dementia care illustrate.

An illustration of the complex relationship between music and
aesthetic emotional responses is the appreciation of negative music and,
indeed, the pleasurable experience of tears. People report that they enjoy
listening to sad music (Garrido & Schubert, 2011), and a subgroup of
listeners enjoy what could be characterised as ‘violent music’ (Olsen
et al., 2022). Capturing some of this variety, Peltola and Eerola (2016)
subdivided experiences of sad music into three subcategories labeled
‘grief’, ‘melancholia’, and ‘sweet sorrow’. The last category of sweet
sorrow was characterised by a positive experience of sad music, and
included references to beauty and feeling moved; experiences of grief
were sometimes also identified as cathartic. Olsen et al. (2022) also
identify balancing positive and negative emotions as important to the
liking of music with violent lyrics.

In their review, Eerola et al. (2018) used the distinction between
hedonic and eudaemonic pleasure to account for positive experiences
of sadness in musical contexts. Interpreting self-reported experiences,
they infer that ‘the pleasure of being moved [in relation to sad music]
is far from being purely hedonistic; it is strongly intertwined with
interpersonal aspects’ (p. 108). Furthermore, they state that ‘musical
expression gives special meaning to the emotional states it portrays; it
is not just pointless sadness, but there is some reason or meaning to
it’ (p. 189). It is not a matter of not feeling the emotion. In contrast,
interpersonal empathy and the enjoyment of sad music seem to be
linked, suggesting heightened experiences of emotion in these listeners.
Variations in trait empathy do not seem relevant to the enjoyment of
violent music. Instead, the motivations for listening to violent music
are characterised by specific appraisals of what violent music offers,
including experiences of power, joy, and peace (Thompson et al., 2019).

Empirical findings indicate that music is appreciated for its values
in relation to listeners. Indeed, the effect of music and whether listeners
use music to influence their emotions is correlated with the relevance
of music for listeners (Granot et al., 2021). This correlation may clearly
operate in either direction—if valued more, the influence is stronger,
and vice versa. Such sensitivity to music varies strongly, ranging from
little to no emotional response to peak experiences with music. What
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are experienced as aesthetic characteristics of music may depend on
the values and meanings awarded to music in particular contexts, and
the identification with those values and meanings in connection with
the music. As many researchers have previously identified, aesthetic
appreciation is historically and culturally situated.

Cross-cultural translations

Musical features, discrete emotions, and physiological responses

Cross-cultural music studies are sparse and concentrate almost
exclusively on emotion perception using basic emotions or evaluations
of emotional dimensions. To our knowledge, no cross-cultural study of
felt aesthetic musical emotions has been conducted, although evidence
suggests that broad discrete emotion categories can be inferred across
cultures (Balkwill et al., 2004; Balkwill & Thompson, 1999; Egermann
et al., 2015; Fritz et al., 2009;). However, the degree of accuracy and
the number of emotion categories varies. There is also a clear in-group
advantage to perceiving the correct emotion in one’s own musical
culture (Laukka et al., 2013; Laukka & Elfenbein, 2020). Limitations
are noted in the design of studies. Nelson and Russell (2013) cite the
‘forced-choice paradigm’ and ‘unbalanced” methodological designs,
while Matsumoto and van de Vijver (2010) acknowledge problems of
conceptual ‘equivalence” and ‘construct bias’.

Laukka et al. (2013) showed that basic emotion terms were better
perceived than more complex (aesthetic) terms. Acoustic cues correlated
with the intended emotional expression of excerpts. Of 26 features, 4
acoustic cues (‘spectral novelty’, ‘rhythmic novelty’, ‘tonal novelty’, and
‘novelty in pitch register’) correlated with nearly all emotion terms.
The only other cues that showed such consistency for listeners across
cultures and emotion terms were ‘spectral flux’ and ‘attack time’,
providing tentative evidence for the importance of musical novelty
cross-culturally, at least with respect to the examined cultural contexts.

Musical familiarity also plays a key role cross-culturally. The Mafa
(Pygmy population) showed a greater dislike for tonally dissonant
manipulations of their own music than for Western music (Fritz et
al., 2009), highlighting familiarity as an important mediator of cues.
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Unfamiliar music may be subject to stereotyping and associated with a
smaller range of emotional experiences (Susino & Schubert, 2019, 2020).

One of the few cross-cultural studies using emotion dimensions and
physiological measures (Egermann et al., 2015) studied the affective
response to Western music and the native music of the Congolese
Mbenzele Pygmy population. Six low-level acoustic cues were correlated
with subjective ratings of arousal, valence, and physiological measures
for Western music in both populations. The study suggests that the
greater number of acoustic cues in Western music leads to greater
cross-cultural recognition and similar physiological responses, while
the stronger use of symbolic or associative meaning in Mbenzele Pygmy
music requires a stronger reliance on enculturation.

A lack of focus on aesthetic emotional responses, combined with
methodological limitations, leaves significant gaps in the research
literature. Evidence converges on the conclusion that there are both
universal and culture-specific cues (Balkwill & Thompson, 1999), many
shared with an evolutionary history of vocal emotion communication
(Juslin & Laukka, 2003), that allow listeners from different cultures to
reliably perceive emotions at above chance levels (Laukka & Elfenbein,
2020), but below the universality threshold (Haidt & Keltner, 1999,
p- 229). However, a singular focus upon stimulus-driven components
can lead to reductive explanations, and future research must better
acknowledge context (Jacoby et al., 2020).

Framing aesthetic emotions: Cross-cultural functions and
affordances of music

Music’s functions have been well documented in the Western context:
for example, meaning enhancement (Hays & Minichiello, 2005),
supporting behaviours (DeNora, 2000; Greasley & Lamont, 2011), and
mood management (Juslin et al., 2008). Cross-culturally, anthropologist
Alan Merriam (1964) documented 10 musical functions, including
‘aesthetic enjoyment’. One key distinction Merriam offers is the
differentiation between musical ‘functions’ (its broader purpose) and
‘use’ (in a specific situation; p. 210). Clayton (2016) notes the importance
of this distinction, as a list of “uses” would lead to a countless number of
categories (e.g., lullabies, courtship, sports, trance, etc.). Since Merriam,
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a greater focus upon the underlying dimensions of these functions has
emerged (Schéfer et al., 2013). Differences in functions have been linked
with cultural distinctions in musical experiences including emotional
differences (Saarikallio etal.,2020), emotion mechanisms and motivation
(Juslin et al., 2016), behaviours (Mehr et al., 2019; Saarikallio, 2008a,b),
preferences (Schafer et al., 2012; 2013), and musical form (Mehr et al.,
2019). Analogously, Stefanija (2007) argues for the relevance of musical
functions and their conceptualisation in relation to uses and preferences,
musicality and behaviours.

Saarikallio and colleagues (2020) compared music-evoked
emotions and functions between Finland and India. The emotion factor
‘peacefulness-transcendence’, that captured several aesthetic terms,
appeared more prominently in the Indian sample, suggesting a greater
prevalence of aesthetic emotions in Indian listeners, and supporting
findings in other aesthetic contexts (Sundararajan, 2010). The musical
function ‘aesthetic enjoyment’, understood as a focus upon musical
qualities, emerged as a single function with no subcategories. Whilst
other music functions showed significant cultural differences, ‘aesthetic
enjoyment” showed similar moderate emergence and links to typical
musical genres in both cultures.

Links between musical preferences and musical functions were
investigated by Schéfer and colleagues (2012) in a comparison of
German and Indian listeners. Musical functions were shown to correlate
with preferences in both cultures. The function of ‘diversion” was most
closely linked with aesthetic satisfaction (p.378), and appeared in
both cultures as the second strongest predictor of musical preferences.
Nevertheless, ‘diversion” was operationalised differently in these two
cultures. German participants placed a greater focus on dancing than
on appraising the music’s qualities, which was most relevant for Indian
participants. The findings of Saarikallio (2008b) note the importance of
dancing as a diversion for Kenyan teenagers. These differences relate
to variations in ‘uses” whilst serving a similar function. Apart from
preferences for music that enables ‘diversion’, aesthetic enjoyment has
been associated with reflective experiences, grouped under the factor of
‘self-awareness’ by Schéfer et al. (2013), including items with an inward
focus (solace, escapism, absorption).
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Juslin et al. (2016) compared emotional experiences of music
across individualist and collectivist cultures. The ‘aesthetic judgment’
mechanism was found to be more prevalent in collectivist cultures
although the effect size was small (d = .18). The strongest effects related
to preferences in collectivist cultures for low arousal states (nostalgia-
longing, spirituality-transcendence, love-tenderness) and socially
orientated emotions. All functions appeared across cultures, although
several functions showed significant differences in their prevalence.
Individual and collectivist cultures also differed in listening motivations.
The collectivist cultures included in the study placed greater importance
on the motivations to ‘relax’, ‘reflect’, “appreciate beauty’, and ‘enhance
health’. Despite cross-cultural differences, to ‘appreciate beauty’ and
‘interest in music’ (important aesthetic items) appeared in the top three
most highly rated motives for listening to music cross-culturally. This
contrasts with findings by Mehr et al. (2019), who analysed a large
ethnographic dataset. They found that vocal music from 60 societies
could be collapsed into four types of behaviours (dancing, lullabies,
healing, and love songs). Aesthetic experiences were not included in this
analysis, at least not explicitly. Further analyses may generate insight
how aesthetic appreciation and physiology may play a role in music to
be experienced as ‘healing’ or expressing ‘love’.

Whilst many musical functions appear cross-culturally relevant,
differences relate to their prevalence and the cultural value associated
with them. Aesthetic emotional responses are set within a complex
and culturally bound process of meaning-making. Ultimately, a cross-
cultural approach allows a better understanding of how music may
afford meaningful experiences that have a functional significance,
whether by affording a heightened intense emotional experience or a
more reflective and contemplative one.
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Conclusion

The notion that musical emotions result from the interaction between
music, person, and context is not new. Yet it is important to revisit
this understanding with respect to aesthetic emotions as illustrated in
Figure 4.1: what is experienced as an aesthetic affordance and an aesthetic
property of music is dependent on the interaction between music,
listeners/users, and context. Moreover, we argue that, for the cross-
genre, cross-cultural, and historical understanding of aesthetic emotions
in response to music, it is important to consider what the meaningful
encounters with music are for listeners. To find hedonic and eudaemonic
pleasure in music is for that music to afford meaningful engagement,
which relates to body, mind, and social and material context. This
position brings musical functions and uses into the realm of aesthetic
emotions, seemingly blurring the distinction with utilitarian emotions.
However, the differences between aesthetic and utilitarian emotions lie
in safety and relative control, as well as the close association with music-
aesthetic properties. It is necessary to consider musical functions and
affordances in order to go beyond the expectation that aesthetic emotions
are confined to a sense of beauty, transcendence, or ‘high art’.

Social context,
individual and group

characteristics AeSthetiC Functions
emotion
Musical
h L
@ ara.cterlstlss and Affordances
uses in relation to
individual and group
Listening
Moment to moment experience
developments

Fig. 4.1 Aesthetic emotions arise from the interaction between individuals,
groups and musical characteristics in particular social contexts. The moment-
to-moment developments and affordances of music are particularly relevant for
aesthetic listening experiences
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Of note here are the bodily, cognitive, and physiological expressions
afforded by music in specific listening contexts, such as chills, tears,
tension-release, predictability and unexpectedness, movement and
dancing. The temporal aspect of music in the unfolding experience of
emotions remains an important area for further investigation, whether
this concerns the neurophysiological affordances of longer periods of
entrainment with music, the effects of contrast and variation, or the
effect of the sharing of experiences and facilitating relational behaviours
such as synchronised movement.

Overall, we have shown why systematically investigating aesthetic
emotions in a range of contexts (including cultures) must be a priority
for future research. We claim that novel research methods with less
emphasis on passive listening should be developed and be sufficiently
sensitive to different contexts. Furthermore, cross-cultural research
should start with the values and functions afforded to music combined
with behavioural, bodily, and physiological engagement. These two
perspectives may then offer a framework to understand how music and
its properties fit together. We point towards functions as a culturally
bound, ‘goal-orientated” understanding of musical aesthetic emotions.
Thus, we move away from the historically disinterested narrative, a notion
that Huron (2016) identifies as difficult to ‘reconcile with biology’
(p-242), and instead acknowledge aesthetic experience as a situated
cognitive process. This is in line with recent theoretical constructs of
aesthetic (Menninghaus et al., 2019) and musical (Lennie & Eerola,
2022) emotions that note the importance of goals, situation, and context.
Finally, as to the meaningfulness of the term aesthetic emotions in
music, what we have offered here is a perspective that notes the move
of aesthetics from a philosophical construction to an empirical one. This
change has led to a broader construction of the concept of aesthetics
and aesthetic emotions. Aesthetic emotions may be distinguished from
everyday emotions by functional context, close interaction with musical
properties, and the functions and engagements they afford that listeners
value and experience as meaningful.
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5. Sound Experience and Imagination at Early
School Age: An Opportunity for Unleashing
Children’s Creative Potential
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Lejla Silajdzi¢

Introduction

This study describes a novel approach to facilitating children’s musical
development, creativity, and imagination with the use of vibrational
percussive instruments in early music education. These musical
instruments have been used in therapeutic techniques called sound bath
or sound healing (Goldsby et al., 2022; Stanhope & Weinstein, 2020) and
as tools for relaxation, meditation, and stress reduction (e.g., Benton,
2008; Crowe & Scovel, 1996; Lee-Harris et al., 2018; Trivedi & Saboo,
2019). We trialled the introduction of these instruments in early musical
education to support children’s imagination as a crucial element of
creativity (Duffy, 2006; National Advisory Committee on Creative
and Cultural Education, 1999). The Vernon Howard continuum of
imagination (Howard, 1992) was used as an instrument for validating
our assumptions and analysing sound experiences triggered by listening
and playing these instruments. The pedagogical aims of this approach
are to arouse interest in music-related experiences and promote a long-
term appreciation of sounds and music.

Music has already been proven as beneficial for various aspects of
children’s development, starting from prenatal musical development
(Welch, 2014). Early experiences of sound are related to the construction
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of subjective meanings in the pattern of sound and silence (Welch,
2006). However, loud noises, stress, and the cacophony present in
contemporary society may narrow the space for developing this ability
(Nadilo, 2013). Children need a supportive environment for their native
musical abilities to flourish (Welch, 2014) as well as other cognitive,
emotional, and social capacities for music development (Stepanovi¢ &
Videnovié, 2012). Research has shown that, alongside the stimulation
of the family environment, early music education can facilitate musical
development (Schellenberg, 2015). Moreover, there are non-musical
benefits that can be derived from early music education through later
development, including improvements to cognitive (Schellenberg, 2004)
and socio-emotional skills (Stepanovié et al., 2019; Stepanovié Ili¢ et al.,
in press; see Chapter 6 in this volume) as well as to linguistic (Degé &
Schwarzer, 2011; Gromko, 2005) and visuospatial abilities (Rauscher &
Zupan, 2000).

While there have been some attempts to introduce the sound of
vibrational instruments into education, the focus has been on vulnerable
children. Peter Hess (2008) in his pedagogical work aimed to give young
people with behaviour disorders equal opportunities for education and
an individualised approach to support their development. During his
journey to Nepal, Hess was inspired to conceptualise the use of sound as
a medium for relaxation and a mechanism to release different blockages
in the body, in therapeutic as well as educational settings.

Designing successful early music education for all children (not only
for gifted ones) that would broaden their experiences in creative activities
related to music and contribute to their early musical development
is a challenging task. A sharp focus on the formal curriculum has
led to limitations in creative engagement with music, which could be
overcome by an informal music education that enhances new ideas and
extends experiences (Georgii-Hemming & Westvall, 2010). Some think
that returning to sound and the production of sound as the beginning of
music experiences could be an appropriate starting point (e.g., Schiavio
etal., 2017).

In this applied interdisciplinary study, we traced the sound
experiences of a group of six-year-olds during specifically created
musical activities. We expected the selected vibrational instruments to be
a means whereby children’s imaginative processes could be enhanced.
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We assimilated musical activities into the daily school schedule and
researched how much and in what way holistic sound can stimulate a
creative and positive social and musical environment.

Musical vibrational instruments and early education

We have argued that every child should benefit from early musical
education, regardless of their talent, background, musical knowledge,
or interest. It is well documented that children intuitively discover
different qualities of sound, timbres, melodic and rhythmic patterns
before starting their formal musical education (Blacking, 1974; Tafuri,
1995), and that these sound-oriented musical actions appear in infancy
(Schiavio et al., 2017). Children are generally able to describe sounds
verbally, and to anticipate and describe changes in music and differences
between musical genres by the end of the preschool period (Burke, 2018;
Stepanovi¢ & Videnovi¢, 2012;). However, a child needs support to
develop these skills, as well as the ability to listen attentively. Teaching
music in preschool by ear, or ‘aural learning’, is an important mode of
learning at various levels of music education (Baclija Susi¢ et al., 2019;
Zelo et al., 2023).

Children can learn musical conventions and structures through
environmental exposure to music (Tafuri et al, 2003). Children
spontaneously differentiate sound qualities during free imaginative
play, where there are no strict rules and they are not foreseeing what
they still “do not know’. In this way, children sensitise themselves and
develop listening skills as preconditions for music education.

Vibrational musical instruments could be a powerful didactic tool
in early childhood education for several reasons. The soft, resonant,
and subtle sound of these instruments prompts one to listen to their
qualities in a quiet manner. This is particularly important because
growing up in noisy, stressful environments interferes with a child’s
language development (White-Schwoch et al., 2015), increases the risk
of academic failure (Kraus et al., 2014), and can reduce the quality of life
(Klatte et al., 2017). Raising children’s awareness of sounds provides a
basis for enjoying music (Swanwick & Tillman, 1986). It is also a way to
increase children’s sensitivity to the sound coming from the environment
(Zhou, 2015) and their more general phonological awareness (Degé &
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Schwarzer, 2011). We furthermore expect that exposure to different,
interesting sounds will trigger the process of imagination as an inevitable
part of a child’s play.

The beginning of formal education can be a very stressful and
demanding period for some children in the areas of communication,
language acquisition, and social adjustment (Crowe & Scovel, 1996;
Videnovi¢ et al., 2018). However, listening to vibrational instruments
can have a relaxation effect and potentially reduce anxiety and
stress (Goldsby et al., 2022; Stanhope & Weinstein, 2020). One of the
advantages of these instruments is that it is relatively easy for children
to produce a rich and harmonious sound that is novel to them, different
from other sounds or instruments, and they can then improvise and
produce their own music. Children can very quickly become involved
in music-making regardless of their previous knowledge and musical
affinity. Research data has shown that children often find playing
vibrational instruments more attractive than any other music-related
activity (Temmerman, 2000). Hence, playing such instruments in
class can enhance students” motivation to engage in musical activities
during early music education. Moreover, when children play in a
group, they also learn to collaborate in the process of creating meaning
through sound. This kind of engagement contributes to their social and
collaborative skills development, which is an important objective of
education in general (Baucal et al., 2023).

Imagination and improvisation to foster musical creativity

Cognitive processes of improvisation and imagination have a role even
in the early years in promoting the development of musical creativity, as
was shown in a school context in Croatia (Bas$i¢, 1973) and confirmed in
later music research (Koutsoupidou & Hargreaves, 2009). Improvisation
implies the simultaneous making and performing of music without much
previous preparation (Campbell, 2009; Young, 2002, 2008). Playing with
sounds by improvising or exploring could be considered something that
any child can do and that should be supported as part of music education
(Hickey, 2009). It is expected that six-year-olds are able to make the first
steps towards playing musical instruments and devising rhythmical
patterns (Burke, 2018). Research shows that creating opportunities for
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improvising significantly affects the development of musical creative
thinking, by promoting musical flexibility, originality, and syntax
in children’s music-making (Koutsoupidou, 2008). Improvisation
in a group as a medium for non-verbal dialogue can support social
development and communication skills (MacDonald et al., 2002; Major
& Cottle, 2010) and foster emotional expression (Duffy, 2006).

The idea that early music education needs a different approach is
pretty old. Emile Jaques-Dalcroze noticed that by teaching children
to play and sing, we avoid teaching them to hear and listen (Jaques-
Dalcroze, 1932). He designed a well-known approach to music education
that aims to support students’ innate musicality by introducing rhythmic
movement (often called eurhythmics), improvisation and spontaneous
expression (Anderson, 2012; Jaques-Dalcroze, 1930). His idea was
that music education should encourage the expression of the somatic
experience of rhymes before introducing intellectual explanation. The
tension in contemporary music education also lies between teaching
children musical skills, techniques, and rules, while at the same time
leaving space for spontaneous music-making. Playing vibrational
instruments does not require a particular mastering of skills for it to be
sonically rewarding. It could be a useful didactic tool for encouraging a
child’s creative growth through spontaneous improvisation.

Spontaneous improvisation can include various artistic areas where
the child can express their story through sound and art, and the use of
motor skills (Basi¢, 1985), including body movements (Burnard, 1999).
When children are given the opportunity to choose an instrument for
improvisation, they will often select percussion instruments that allow
unrestricted body-use, with no need for precise instrumental technique
during playing.

A child’s imagination and fantasies may support spontaneous music-
making in response to sounds, which are considered crucial spontaneous
aspects of musical experience (Reichling, 1997). Imagination bridges
children’s play and musical engagement. Imagination has also been the
focus of contemporary arts education as the source of creative expression
(e.g., Sungurtekin & Kartal, 2020; Wagner, 2014). Imagination emerges
early in childhood development, first in pretend play and later in role play
(Harris, 2000). A child’s fantasy life is not something trivial or useless.
It is a valuable resource for a child’s cognitive and socio-emotional
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development (e.g., Kushnir, 2022). Connecting music with the world of
fantasy at an early age may increase the likelihood that a child will later
engage in music as an extracurricular activity or hobby. Furthermore,
engaging in music in their free time has a multitude of positive effects
on students’ development (Videnovic et al., 2010). Research shows that
formal music education in primary school often does not adequately
support children’s musical creativity and imagination (Sungurtekin,
2021). Formal educational activities are often perceived as mentally
demanding, tedious, and boring, frequently provoking anxiety (Pe$i¢
et al., 2013; Radi$i¢ et al., 2015). The importance of imagination was
recognised in Lev Vygotsky’s theoretical writings a long time ago. He
argued that education should be oriented towards developing children’s
imaginative abilities (Vygotsky, 1967/2004). Imagination was treated
as a basis for all creative activities. Children’s experience of music is
in many ways different from that of adults or professional musicians
(Gardner, 1982).

Howard proposed a way to trace a child’s imagination in relation to
music (Sungurtekin, 2021). He constructed a scale labelled ‘continuum
of imagination’, which is rarely used, but in our opinion the only
available method that considers specific qualitative differences in the
child’s responses to sounds. The Howard continuum of imagination
has four points: ‘Beginning with fantasy, imagining the non-existent,
imagining what exists but is not present, having an image and imposing
it on something, imagining X as Y and ending with perceiving things in
general and recognising them’ (summarised by Reichling, 1997, p. 43).
These points do not imply a particular age or stage of development but
are considered milestones in the continuum. The further the child’s
imagination progresses along the continuum, the greater is their
ability to recognise and include concrete sonic characteristics in the
imagination process. Reichling (1997) chose this scale to investigate
the role of imagination in play and music and to develop a framework
for music grounded in play theory. The first point is named fantasy or
imagining the non-existent. This kind of imagination is the most similar to
children’s play, when substitutes for the perceivable world are created
(e.g., monsters, fairy tales, heroes). At the second point—imagining
what exists but is not present—things that are part of the imagination exist
in the real world, but they are not part of the child’s current situation
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(Reichling, 1997). The third point describes ‘figurative imagination'—
imagining X as Y—when a metaphoric relationship between present and
imagined is created (Reichling, 1997). The final point, labelled ‘literal
imagination’, includes perceiving things in general and recognising them.
This type of imagination is thoroughly grounded in the sense-world.
It includes improvisation with sound elements to construct a new
musical performance combination. A child should be able to recognise
and preserve sound elements like volume, intensity, harmony, and the
colour of the sound.

Aims

Following on from this theoretical background, this empirical study had
two related aims. The main aim was to create a series of workshops with
intensive musical activities, demonstrations, and active participation,
working with selected vibrational instruments in the first year of
primary school. The second aim was to investigate students’ imaginative
processes instigated by listening to and playing vibrational instruments.
We assumed that the opportunity for spontaneous improvisation with
these instruments would foster a sensitivity to sound qualities.

Method

Participants

Four groups of students attending the first year of primary school, aged
6 to 7, participated in the sound workshops. There were 15 children in
each group, 34 boys and 26 girls, totalling 60 children. The workshop
leader (WL) was the first author, a music teacher with experience and
expertise working with young children. A technical assistant (TA) was
involved in supporting the workshops. The research was carried out in a
primary school in the Canton of Sarajevo in the academic year 2016/17,
with extensive support and collaboration from the headmaster, school
counsellors, teachers, and parents. Parents were informed about the
content of the workshops and gave informed consent for their children’s
participation in workshops and research.
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Materials

Three types of vibrational instruments were used in all the workshops:
gongs, Himalayan Singing Bowls, and Koshi Chimes. All instruments
were of East Asian origin. In the workshops, we used the Planetary gong
Venus, similar to the Symphonic gong (Cousto, 2015). The gong is about
66 cm high, and it produces a rich, warm bass tone, with a frequency of
221.23 Hz. Children played it while they were on their knees, with the
gong placed in front of them (on the right in Figure 5.1).

Fig. 5.1 Photograph of the workshop setting. The faces of the participants are
blurred to preserve their privacy. Photo from Mirsada Zec¢o’s private collection

Himalayan Singing Bowls, or small gongs, also have a long-standing
tradition (Perry, 2016). Three different bowls were used (Figure 5.1, in
the middle) that are often part of sound therapies (Hess, 2008). The small
bowl weighs about 600 grams and has a high sound (200-1,200 Hz). The
medium bowl weighs about 900 grams and has a wide sound spectrum
(100-1,000 Hz). The large sonic bowl weighs 1,500 grams and produces
a deep sound (100-2,800 Hz). Therefore, each bowl emanates numerous
sounds and aliquots depending on the place where it is touched. A
special wooden or leather-coated stick (puja) was used to produce
the sound waves by rubbing the instrument. Chimes are also used in
classical music as percussion instruments (Pesek & Bratina, 2016). The
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Koshi Chimes that were used have a specific sound and contain eight
tones in a resonant bamboo tube (held by the children at the left of
Figure 5.1).

Procedure

A series of twelve workshop sessions with different content was realised
over a period of four months. The workshops were held once a week,
lasting forty minutes each. Workshops were scheduled during Music
Culture lessons, which is an obligatory subject in general primary
school and hence all the children in the class were present. The schedule
was adapted according to the children’s school timetable and other
curricular activities. The developmental characteristics of the age
group, such as attention span and the ability to concentrate, including
individual differences in abilities and knowledge, were considered
when planning the workshop session activities. A technical assistant
recorded videos and wrote down children’s verbal responses and
observations of children’s behaviour in the pre-prepared protocols.
After each workshop, the workshop leader and assistant collated their
observations about the children’s behaviours.

Guided fantasy was used to enhance the imaginative process in
these workshops. A regular part of some workshops was a fantasy trip
with vibrational instruments as the background sound, providing a
relaxed and non-threatening environment as a solid ground for creative
processes (Anderson, 1980). Children lay on the floor with their eyes
closed during guided fantasy, listening to sounds and building up the
fantasy stories related to them. In this way the atmosphere, pleasure,
state of mind, and mood was created. The leader/researcher delivered
spontaneous sound improvisations along with a story. The stories that
were intended to inspire fantasy were about natural elements, such
as the symbols associated with the vibrational instruments. Children
were guided to travel ‘through the sky” and listen to the story about a
‘water drop’, or else an ‘imaginary doll’ took them on a trip to the land
of dreams and play. A brief description of the workshops’ content is
presented in Table 5.1.
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Table 5.1 Content of the workshops

Workshop Activities and tasks
number
W1 Listening to the sound of Himalayan Singing Bowls

A guided fantasy story about travelling through the sky

Discussion on auditory experience and drawing the images

W2 Touching the Himalayan Singing Bowls and sensing the vibration
Discussion on kinaesthetic and auditory experience

W3 Active listening to the sound of the Gong
Drawing impressions using leaves and fingerprints on the paper

W4 Listening to the sound of the Koshi Chimes
A guided fantasy story about the drop of water and the fire’s flicker

W5 Connecting breathing with the sound of the Himalayan Singing Bowls
Voice improvisation by children and enhancing awareness of breathing
rhythm

Wé Breathing techniques and voice improvisation

Children playing on Himalayan Singing Bowls

A Listening to the story ‘Birds on a String’ along with a gong sound and
dramatisation

Expressing creative ideas by drawing and touching instruments

W8 Guided fantasy with the doll along with WL's improvisation
Drawing impressions with ‘magic powder” (using solt and chock)

Children imitating sounds of instruments

W9 Guided fantasy with the doll’s travel along with WL's improvisation

Children improvising on instruments

W10 Guided fantasy about Native Americans and strange beings from the
wood along with WL's improvisation

Children playing instruments and dancing

W11 Improvisation with the voice by children along with the sounds of
instruments

W12 Making forms out of plasticine while listening to the improvisation of
WL

Children improvising on instruments

Children at this age cannot accurately express their sound experience
solely through words (Lefevre, 2004). With that in mind, children were
encouraged to reflect on their sound experience (Workshops 1-5) using
different symbolic systems (drawing, movement, or dance). Children
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were encouraged in the early sessions to fantasise about the sounds, but
they did not play the instruments or improvise. For example, having been
assigned into groups, children were asked to draw their impressions
after different musical activities. Also, they were encouraged to verbally
describe the colour of the instruments or to use movement to express
their imagination. This method is in line with recent empirical research
showing that sensory systems (e.g., touch, smell, the auditory system)
interact, producing multimodal or cross-modal experiences (Eitan &
Granot, 2006).

In the next set of workshops, children had the opportunity to
produce or act out sounds, followed by playing the instruments,
in addition to listening and guided fantasy. Namely, children were
encouraged to imitate the instruments’ sounds with their voices or
movements like in the first set, and then they played instruments and
improvised with them (Workshops 6-12). The gong’s position was
lowered to the children’s height so they could play more easily, and it
was suggested that they ‘do not play too hard because the hidden heart
is in the instrument’s middle’.

The additional thirteenth workshop took place without instruments,
and the aim of the session was evaluation; specifically, we were
interested to hear children’s impressions about the whole process.
The workshop leader told the children the instruments had returned
to their homeland. Children were invited to share their experiences
about the activities or the instrument they enjoyed the most or to tell
the story about the homeland of the instruments. A brief questionnaire
(four multiple-choice questions and the opportunity to add additional
insights) was created to assess parents’ perspectives on the workshops
(e.g., did the children talk about the workshops, participate in them,
describe instruments, or imitate instruments at home). Also, two
teachers described their impressions of the workshops and their impact
on the children’s behaviour.
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Data analysis

Qualitative analysis was conducted using the transcriptions of children’s
verbal reactions from the video recordings. Children’s responses during
the discussion phase of the workshops, their guided fantasy stories, and
spontaneous comments produced during activities (Table 5.1) were
included as material for analysis. We used Thematic Analyses (Braun
& Clarke, 2006) and combined deductive and inductive methods. Two
authors read each child’s verbal response, analysing, in particular, their
relationship with Howard’s four-point classification. Less than 10% of
the answers remained unclassified.

Statements were coded by hand on one of the four points of the
continuum. Two authors independently coded the transcripts. The
statements were mixed up so that the coder could not see in which
workshops they had appeared. The differences between codes (less
than 10%) were discussed in detail. In case of disagreement, final codes
were created collaboratively. We paid particular attention to statements
that appeared in the process of the workshops related to whether
the children’s imagination was stimulated through guided fantasy
(Workshops 1-5), and to responses after instruments were introduced
and played in the workshop (Workshops 6-12).

Results

Figure 5.2 shows the percentage of responses children gave that were
classified to be at a certain point of Howard’s continuum across the
two workshop phases. Responses to the first five workshops were
considered as one phase or group, namely, fantasies induced by the WL's
storytelling and playing the instruments. Workshops where the practice
of playing and improvisation was introduced (6-12), constituted the
second group of responses. We analysed 131 responses in total: 69
were produced during the first five workshops, and the remaining 62
were from the second group of workshops. The results showed that
children’s imagination reached each point of the Howard continuum of
imagination.
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Fig. 5.2 Percentage of the responses at each point of the Howard continuum
of imagination

The biggest difference between the two phases (groups) is in terms of
Point 1 of the continuum. At the beginning, the children’s imaginative
processes were oriented towards the non-existing world when they
were exposed to listening to improvisation and guided fantasy. They
described the visions they created in their minds as: ‘Clouds [that]
whisper a secret or a story or take you to the dragon castle’. Sometimes
they were emotionally involved: ‘A ghost came to our classroom, and
I was very scared.” To attribute life to inanimate objects (like clouds)
is a well-known characteristic of this developmental stage (e.g.,
Klingensmith, 1953; Piaget, 1926). It was expected to occur during
guided fantasy.

The fantasies sometimes took the form of quite a complex story. For
example, a child created a fairy tale about the instruments’” homeland
during the last workshop:

Once upon a time there were three instruments, one was big and called
a gong, and the other was small, and it was called a bowl. And then they
walked until they saw the house and went inside. And the gong says,
‘Is this your house or are we going round?’ The small bowl says, “‘We're
just playing!, And the gong says, ‘We're not playing after all.” Then
something black came, they didn’t know what it was, but it was a stick
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called ‘little black’. When they met that stick, they joined it and followed
it. The stick took them to a dark place. When they came into the scary, big
house, they met a great spirit and the spirit fulfilled their three wishes to
play loud or a little quieter. When they told them what their wishes were,
they went on a picnic. The story is over!

The second kind of fantasy with real-life elements was the dominant one
in the second group of workshops. Children were ‘travelling to Africa,
Japan, Paris’, or they included their relatives, parents, or friends in their
imagination ("‘My aunt and I walked into the park’; ‘I saw a stork and
a chicken—a very small stork’; ‘My parents were drinking tea, while I
was playing’).

Figurative imagination (Reihling, 1997) included metaphors to
describe sounds. The percentage of these statements increased in the
second group of workshops. Our results show that children construct
verbal metaphors spontaneously when they try to express their sound
experiences. Improvisation tasks seemed to support this process. They
compared the sound of the therapeutic instrument with another sound
in nature or their environment. For example, ‘The sound is like the
heart’, or ‘It is the sound of an elephant movement’, or ‘The sound of an
insect or laser”.

At the final point of the Howard continuum of imagination, the
students were able to describe sound characteristics: intensity, volume,
rhythm, and harmony. They showed their sensitivity by comparing
sounds; for example, ‘a better sound than the gong instrument, softer
sound’ (Literal imagination). Students used their sound experience as a
tool to describe something beyond music and the world of sound (‘The
sound of Earth will be like this”). They also made a connection between
different sensory systems. The sound was ascribed a colour, smell, and
tactile characteristics: the sound is ‘cold’, ‘sweet’, ‘heavy’, ‘soft’. These
statements occurred from the first to the last workshop. It is important to
notice that the children were not selected based on their musical talent.
This shows that children’s ability to listen and fantasise based on sounds
is better than is often assumed. Introducing vibrational instruments into
their education would be one way to stimulate the further development
of their imaginative capacities. Table 5.2 presents examples of children’s
comments from each point.
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Table 5.2 Examples of the children’s answers
Imagining the Imagining what Figurative Literal
non-existing exists but is not imagination imagination
present
It’s a volcano! The sound is like
ice.

The cloud was The sound of the
singing TU, TU, TU.  ....Iam an Indian biggest bowl is

and Ilight a fire...  The bowl has a the deepest! It has

the fire crackles ...  heart beating in the ~ both a medium
I saw a white cloud wood!!! sound and a high
and hung out with sound.

it.

I'was flying. [ was
dreaming high.

We are the
‘Flowering Tribe’
and we are
invisible in the
forest ... we are
very quiet, we

The sound of a bee.

The sound is
a stampede of

I'm light from
music.

listen to the wind.  elephants. I felt a sound, a
I went to Mount heavy sound, a
Jupiter. deep sound.

I went to The sound of

Dubrovnik. surprise.

During the workshops, we took care not to leave any children behind and
to include them all in the designed activities. All children had an equal
opportunity to participate according to their wishes at the time. Our
impression was that children accepted the activities, easily developed
their imagination, and were happy to participate. The last workshop
was dedicated to the children’s evaluation of their experience with this
type of work. They had the opportunity to talk about the workshops
while drawing with watercolours. For example, a child drew a house for
the instruments while saying: ‘Their house is somewhere in the air since
the instruments go somewhere up there when we play the notes!” They
were very enthusiastic about enrolling again on the workshop.

Besides investigating the children’s experiences, we also asked
parents and teachers to share their impressions with us. Our results show
that children shared with their parents their experiences relating to the
workshops. Most parents (71%) described instruments and their sounds
correctly. Only two parents (out of 42) did not talk with their children
about the workshops’ activities. Almost all the parents (91% present)
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reported that their children gladly participated in the workshops’
activities. Teachers also described the positive effects of the workshops.
They reported that the children looked forward to each workshop with
great impatience. They would return to the classroom full of impressions,
happy and ready to talk about everything they heard, saw, and learned.
As one teacher said: ‘After the workshops, they would return to the
classroom relaxed, rested, and full of energy for the next wave of teaching.’

Discussion

Research in music pedagogy emphasises the importance of a child’s
spontaneous improvisation and imagination during musical education
(Clennon, 2009; Goncy & Waehler, 2006; Hickey, 2009). Music is a
powerful medium for invoking these processes (Ritter & Ferguson, 2017).
However, educators experience difficulties implementing and developing
activities that are dedicated to these goals. Traditional teaching in the form
of ‘learning to sing children’s songs” has not fostered enough of children’s
inner creative competencies (Anderson, 2012; Georgii-Hemming &
Westvall, 2010). In light of its interdisciplinary and innovative approach
to early music education, this study intended to draw attention to
underused possibilities relevant to facilitating children’s creativity.

The study represents a unique attempt to enhance children’s
spontaneity, imagination, curiosity, and openness towards new ideas
by implementing unconventional vibrational music instruments into
music classes. Emile Jaques-Dalcroze, in his pioneer works, used
classical musical instruments to foster improvisation with sounds
through spontaneous movement (Jaques-Dalcroze, 1930). The sound
colour and tone qualities of vibrational musical instruments differ from
classical ones, producing uncommon aesthetic experiences. The results
suggest that the deliberately planned workshops acted as catalysts for
the children’s imaginative processes, with these fantasies gradually
evolving in their properties, adopting forms of figurative or literal
imagination over time. The children were sometimes able to describe
sound characteristics and use them to guide their imagination (Howard,
1992). Furthermore, the children expressed sensitivities to sound
qualities, particularly in later workshops when playing the instruments
was introduced. However, differences between the two sets of workshops
do not imply that certain activities, like playing, will better foster sound
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sensitivity and imagination. This study’s methodology only suggests that
designed workshops will eventually provoke figurative imagination and
sophisticated perception of sound quality among preschool students.

The study results are in line with previous research indicating the
significance of children’s improvisatory music-making, which can be
a tool for fostering creative processes (Koutsoupidou & Hargreaves,
2009) and cognitive development (Duffy, 2006; Pesi¢ & Videnovi¢, 2017).
Furthermore, giving children the chance to use imagination and play freely
may make them better listeners. In our research, we developed a method to
scaffold improvisatory play with musical instruments. This was facilitated
by emphasising imaginative ideas evoked by sounds, and modelling
improvisatory play to support imagery provided by the workshop leader
before inviting children to have a go. The emphasis on sounds and their
qualities may have offered a safe environment for play and improvisation.

The practical implication suggests that an effort should be made
to introduce listening to simple sounds before singing or instrument
learning in early music education. Challenging children to express
their experiences will foster their ability to pay attention to and identify
sound qualities. Guided fantasy and other art forms (like drawing) can
be powerful tools for enhancing the imagination. The important point is
that the workshop participants were not selected based on their musical
talents or prior knowledge. Indeed, we believe that musical pedagogy
should start from the notion that every child could be creative in music
(Goncy & Waehler, 2006; National Advisory Committee on Creative and
Cultural Education, 1999), rather than musical education being reserved
for talented children only. However, organising education following this
principle is still a challenge. We argue that this important pilot study on
the introduction of vibration instruments into general education could
be the way to unlock every child’s creative potential.

Limitations of the study

This research design could not separate the effects of workshop activities
(including, e.g., guided fantasy) from the effects of being more familiar
with the sound of the instruments. It is possible that a change in the type of
imagination during the workshop might be related to children becoming
more familiar and relaxed in the new activity, and should not be exclusively
attributed to the workshop activities. It is important to keep in mind that
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no control group or elimination of confounding factors were used, which
limits the inference about the effects of the pedagogical intervention.
Furthermore, we did not formally assess the skill development outcomes
of the workshops. Our observations do point to the inclusivity of the
methods and the qualitative benefits that the children reported.

Conclusion

As a result of our research, we can state that vibrational musical
instruments can play an important role in music education classes, in the
early years and possibly beyond. They can be included successfully in
combination with guided fantasy, drawing, dancing, and improvisation
activities. The benefits are directed towards increasing children’s sound
sensitivity and making them better music listeners, which was facilitated
by the fact that children did not have prior expectations of how these
instruments sound. Moreover, it was easy for them to play the instruments
and make rich sounds. In that way, every child had an equal opportunity
tobe a musician regardless of their abilities and previous knowledge. This
represents a good start for further implementations made for developing
musical skills in general education without excluding anyone.

We are aware that this practice can sometimes be a challenge to
incorporate into existing research paradigms and music education.
These activities require significant resources. However, this action
research was essential for gaining new insights into the opportunities
to make music in childhood in a new setting. Clearly, teachers are the
gatekeepers and can have a powerful influence on access to music:
‘From a Vygotskian sociocultural perspective, it is clear that children’s
development is shaped and guided by “more competent others”
(Lamont, 2017, p.180). The implementation of workshops with
unconventional sound instruments and related practice in regular
schools can serve as an incentive for adopting this flexible model. Such
instruments have a place in enhancing the imagination, aural skills,
and cognitive development. The practice of ‘playing with music” opens
new ways of understanding music and building up ‘music in identity’
(Hargreaves et al., 2012). This trial opens the possibility of applying
theory and practice from the music therapy domain to the future work
of music educators. It presents a challenge and a contribution for further
use and exploration.
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6. Adolescent Musical Preferences and their
Relationship with Schwartz’s Basic Values

[vana Stepanovic Ili¢, Marina Videnovic,
Zora Krnjaié¢, and Ksenija Krsti¢

Introduction

This chapter investigates the structure of music preferences in Serbian
adolescents with the aim of comparing the results with studies in other
countries, mostly in Western Europe, Australia, and the USA, as well as
with previous Serbian findings and surveys conducted in neighbouring
Balkan countries. The other important objective of this study is to
explore the relationship between music preferences and values, which
is rarely investigated although it is frequently understood that musical
taste reflects one’s ethics and worldview. As a theoretical model with
cross-cultural aspirations, Schwartz’s taxonomy of ten basic values
distinguished by their motivational goals was applied (Schwartz, 1994).

Music preferences in adolescence

Numerous studies indicate that a large proportion of adolescents’ spare
time and many activities are dedicated to music (L6épez-Sintas et al.,
2017; Piko & Vazsonyi, 2004; Stepanovi¢ 1li¢ et al., 2019). Listening to
music in adolescence can be a solitary activity, but it is also frequently
practised with friends, and it takes place in a variety of contexts
(Franken et al., 2017; North et al., 2004). Particular music preferences are
associated with different developmental outcomes and those related to
mental health. Amongst other aspects, music influences social identity
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construction, emotional regulation, and socialisation (Abrams, 2009;
Hargreaves et al., 2015; Lonsdale, 2021; Miranda, 2013; Miranda et al.,
2015; North & Hargreaves, 1999; Saarikallio & Erkkild, 2007). Miranda
and Gaudreau (2011) have found higher scores on well-being scales and
better psychological adaptation in adolescents who experience stronger
positive emotions while listening to music. Although studies (Franken
etal., 2017; Miranda & Claes, 2009; Mulder et al., 2010) have established
a link between listening to loud and energetic music (Heavy Metal,
intense forms of Rap, Rock, and Dance) and an inclination towards
externalising behaviours (aggression, delinquency, substance use),
recent research (Olsen et al., 2022; Slade et al., 2021) has shown that
youngsters can experience a variety of emotions when listening to music
with violent lyrics, depending on their particular passion for it and their
state of mind at the time.

Adolescence is a period of stabilisation and crystallisation of
musical preferences. Children are open to different music genres while
adolescents have narrower, better-defined, and longer-lasting musical
preferences (Delsing et al., 2008; Hargreaves et al., 2015; Thomas,
2016). Mid-adolescence is commonly marked by an inclination towards
popular music, while older adolescents develop preferences for complex
genres (Hargreaves et al., 2015; Rei¢ Ercegovac & Dobrota, 2011; Reié
Ercegovac et al., 2017). Mulder et al. (2010) explain the cause of such a
tendency as progressive cognitive development, which allows a change
in preferences and an understanding of sophisticated genres (see
Chapter 7 in this volume).

Structure of adolescents’ music preferences

The music preferences of young people have been extensively
investigated in the past two decades (Miranda et al., 2015), mostly in
relation to personality, but also to psychological arousal and social
identity (Rentfrow & Gosling, 2003). The Short Test of Musical
Preferences (STOMP) is a famous comprehensive questionnaire for
analysing affinity for music, developed by Rentfrow and Gosling (2003,
2020), which includes fourteen music genres (Blues, Jazz, Classical, Folk,
Rock, Alternative, Heavy Metal, Country, Soundtracks, Religious, Pop,
Rap/Hip-hop, Soul/Funk, Electronic/Dance). Rentfrow and Gosling
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determined four factors describing wider dimensions: Reflective and
Complex (including Classical, Jazz, Folk, Blues), Intense and Rebellious
(Rock, Alternative, Heavy Metal), Upbeat and Conventional (Country,
Pop, Soundtracks, Religious), and Energetic and Rhythmic (Rap, Soul,
Electronic). That these dimensions might be universal became evident
after they werereplicated in many Western and South American countries
(Miranda et al., 2015). Using a different methodology (ratings of given
genre excerpts), Rentfrow et al. (2011) later established a five-factor
MUSIC model: Mellow, representing smooth and relaxing music; Urban,
described as rhythmic and percussion music; Sophisticated, composed
of music styles perceived as complex, intelligent, and inspiring; Intense,
including loud, fierce, and energetic music; and Campestral, defined as
country and singer-songwriter music.

Reviewing the studies about music preferences of adolescents,
Miranda et al. (2015) state that a four- or five-factor structure is common.
The four-factor solution (Rock, Elite, Urban, Pop/Dance), similar to
Rentfrow and Gosling’s, is found in Dutch (Delsing et al., 2008) and
South African (Rock, African, Academic, Party) adolescents (Getz
et al., 2012). In Canada, Miranda and Claes (2009) identified Metal,
Soul, Electronic, Pop, and Classical dimensions. The five-factor model
(Urban, Rock, Pop, Dance, Highbrow) is also found across ten European
countries (Miranda et al., 2015). Although these music preferences are
comparable, researchers detected specific cultural/ethnic tastes (Delsing
etal., 2008; Miranda et al., 2015). In the case of Balkan countries, a specific
cultural influence could be recognised in one of the identified factors
that represents a mixture of national pop and folk music (Gardikiotis &
Baltzis, 2012; Petrovi¢ & Kuzmanovié¢, 2009; Rei¢ Ercegovac et al., 2017;
Tekman, 2009).

In Serbia, only one study (Petrovi¢ & Kuzmanovi¢, 2009) has
examined adolescents’ music preferences among 13 genres (using a yes/
no scale) and discovered four factors. The first factor, labelled as Folk
after the highest loading of this genre, has negative loadings on Rock,
Heavy Metal, and Punk in particular, suggesting dislike of these genres.
The second factor comprises Hip-hop, R&B, Techno, and Pop, and is
called Club music by the authors, who claim that it is usually played
at nightclubs. The Sophisticated factor includes Jazz, Blues, Classic,
Alternative, and Reggae. The Conventional factor is predominantly
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defined by Pop, less by Rock, and even less by Folk. These results are
akin to the findings from Western societies, but they also show some
characteristics that are inherent in Balkan countries, indicating the need
to conduct studies that compare different cultures.

Music preferences and values

Values are relatively persistent broad goals, reflecting one’s worldview and
influencing a person’s behaviour, attitudes, and interests (Rokeach, 1985;
Schwartz, 1994). Researchers emphasise that adolescents” musical tastes
express their personality and values (Franken et al., 2017; Hargreaves
et al.,, 2015). Musical preferences are thought to reflect an adolescent’s
inner nature, which is important for social bonding and consequently
for identity development (Boer et al., 2011; North & Hargreaves, 1999).
Thus, it is usually assumed that the value system determines the musical
choices and taste of young people (Gardikiotis & Baltzis, 2012; Petrovi¢ &
Kuzmanovi¢, 2009). It is likely, however, that music preferences influence
the value system itself in adolescence. Musicians are often adolescents’
role models (Miranda, 2013; Stepanovié¢, Pavlovi¢ Babi¢, & Krnjai¢, 2009;
Stepanovi¢ Ili¢ et al., 2017), so one can expect that they might easily adopt
the lifestyles and values associated with their favourite genres and authors.

With the previous discussion in mind, it is surprising that
investigations into the relationship between adolescents’ music
preferences and values are sparse. Although Petrovi¢ and Kuzmanovié
(2009) identified four music factors and examined 36 personal and social
goals, they did not group value orientations to relate them to the music
factors. Instead, they only tested the difference between adolescents
who listened to a particular genre and those who did not regarding
each social/personal aspiration, and they found a weak relationship
between value orientations and music preferences. Greek (Gardikiotis
& Baltzis, 2012) and Turkish studies (Tekman et al., 2012) only connect
music preferences to Schwartz’s (1992) values, namely with four
higher-level factors. The Greek study shows that Self-transcendence
(with the highest loadings on Universalism and Benevolence values) is
related to complex, rebellious, and traditional Greek folk preferences.
Turkish findings relate this value to a preference for local Turkish music
and a sophisticated musical taste, including Classical, Jazz & Blues,
Samba, and World music. Self-enhancement (with the highest loadings
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on Power and Achievement values) in the Greek study is associated
positively with sentimental/sensational music (Soul, R&B, Rap, Greek
pop and rap) and negatively with Rock and Greek folk. Similarly, the
Turkish study connects this value with contemporary music, i.e., mainly
with Pop and Hip-hop. Openness to change (with the highest loadings
on Self-direction, Stimulation, and Hedonism values) is linked with
rebellious and non-mainstream music genres in Greece, as well as with
intense (Metal, Electronic, Rock) and sophisticated music in Turkey.
Conservation (with the highest loadings on Security and Conformity
values), similarly to Self-enhancement, correlates positively with
sentimental/sensational Greek and contemporary Turkish genres,
and negatively with complex and non-mainstream styles of music in
Greece and intense ones in Turkey. Examining values as mediators
between musical taste and friendship, Boer et al. (2011) found similar
results. Rebellious music was positively associated with Openness and
negatively with Conservation. Pop music is preferred by adolescents
inclined to Self-enhancement and Openness, while those listening to
complex genres appreciate Self-transcendence values.

Aims

The first aim of this study is to establish a structure of music preferences
in Serbian adolescents and to compare it with findings obtained in
Western countries. Furthermore, we deem it important to enrich this
field by tracking cultural variations in the musical preferences of young
people. Hence, we intend to juxtapose our results with an earlier Serbian
investigation (Petrovi¢ & Kuzmanovié, 2009) as well as with research
from other Balkan countries (Gardikiotis & Baltzis, 2012; Rei¢ Ercegovac
& Dobrota, 2011; Tekman, 2009) which share a similar socio-cultural
context. The second aim is dedicated to the underestimated relation
between music preferences and values in adolescence. Adolescence
is a developmental period in which a system of values and particular
music preferences become a defining feature of young people (Boer et
al., 2011; North & Hargreaves, 1999), and it is reasonable to expect these
domains to be connected.
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Method

Participants

The quota sample included 1,358 adolescents (56% female) from the
first year (51%, aged 15) and third year (49%, aged 17) of 26 secondary
schools (62% vocational and 38% grammar) in 10 cities in three regions
of Serbia (north, central, and south).

Materials

Music preferences were assessed by a 5-point scale (1 = never, 5 = often)
measuring the frequency of listening to 12 genres: Pop, Rock, Folk,
Techno/Electronic, Hip-hop/Rap, Punk, Heavy Metal, House, Rhythm
& Blues, Reggae, Jazz, and Classical. The selected genres are very similar
to the STOMP test (Rentfrow & Gosling, 2003, 2020).

Ten Schwartz values (Security, Conformity, Tradition, Benevolence,
Universalism, Self-direction, Stimulation, Hedonism, Achievement,
Power) were measured by a 6-pointscale, and the scores were standardised
according to the European Social Survey instruction (Schwartz, 2003).

Procedure

The data was collected via a survey on adolescents” everyday life that
was administered in 2018 by specially trained school psychologists.
Informed consent was obtained from school principals and the
respondents’ parents. The students were assured that their data would
remain anonymous. The research was approved by the local Institutional
Review Board.

Data analysis

Factor analysis, i.e. principal axis factoring (Oblimin rotation) was
used to identify adolescents” wider music preferences. To examine the
relationship between these music preferences and Schwartz’s values,
canonical correlation analysis was carried out with musical preferences
as one set of variables and Schwartz’s ten values as the other set.
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Results

The Kaiser-Meyer-Olkin measure of sampling adequacy (.76), and
Bartlett’s test of sphericity, x*(66) = 4016.94, p < .01, indicated that factor
analysis was adequate for the obtained data. According to the Kaiser-
Guttman criterion and the scree plot, the four-component solution best
describes the data explaining 46% of the variance.

Table 6.1 Musical preferences: Structure matrix

Factors

Musical preferences

Rebellious Energetic Sophisticated = Conventional
Heavy Metal .877 .360
Punk .740 .389
Rock .681 .357
Folk -.321
Techno and Electronic 722
House .661
Hip-hop and Rap .533
Jazz .361 .865
Rhythm & Blues 417 .746
Reggae .340 .350 .506
Classical music 390
Pop .604

Note. Factor loadings lower than .30 were suppressed. Structure coefficients higher than
40 are bolded.

The Rebellious factor, explaining 25% of the variance, shows adolescents’
interest in Heavy Metal, Punk, and Rock music, and to a lesser extent in
Rhythm & Blues, Jazz, and Reggae (Table 6.1). It is also characterised
by a negative attitude towards Folk music. Note that Folk in the Serbian
context represents a mixture of Serbian ethnic music, Turkish and Greek
folk music, as well as electronic rhythms, and it cannot be considered a
complex genre according to the terms of Western countries (Rentfrow
& Gosling, 2003). We named this factor Rebellious, after Rentfrow and
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Gosling’s very similar Intense and Rebellious preference that includes
Rock, Heavy Metal, and Alternative.

The Energetic factor (9% of the variance), is related dominantly to a
preference for Techno, House, and Hip-hop, but also to some extent to
Reggae. This factor is analogous to Rentfrow and Gosling’s Energetic
and Rhythmic preferences.

The Sophisticated factor (7% of the variance) is defined with
Jazz, Rhythm & Blues, Reggae music, and to a lesser extent to genres
predominant in the Rebellious factor (see Table 6.1). It is comparable
to the factor of the same name within the five-factor MUSIC model
(Rentfrow et al., 2011). The correlation between the Sophisticated factor
and the Rebellious factor is moderate (around .46), which justifies the
use of Oblimin rotation.

The Conventional factor (4% of the variance) is strongly loaded by
Pop, while loadings on other genres are lower than .30. It is similar to the
factor found by Serbian researchers Petrovi¢ and Kuzmanovi¢ (2009),
and to the one identified by Rentfrow and Gosling (2003).

The canonical correlation analysis was conducted to examine
the relationship between Schwartz’s values and music preference
components, in order to explore which values are associated with
particular musical tastes. This analysis revealed three statistically
significant pairs of canonical factors indicating that adolescents” music
preferences and their values represent related phenomena. The full
model across all functions is statistically significant, Wilks’s A = .850,
F(40, 4775.84) = 5.212, p < .001. For the set of four canonical functions,
the 72 (1 — A) type effect size is .15 showing that 15% of the variance is
shared between the two sets. Apart from the full model (Functions 1 to
4), Functions 2 to 4, F(27, 3880.49) = 4.18, p < .001, and 3 to 4 were also
statistically significant, F(16,2522) = 2.90, p < . 001. Function 4 did not
meet the statistical significance criteria (p > .01).
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Table 6.2 Canonical solution for Values and Musical preferences:
The structure coefficients

Values Function 1 Function 2 Function 3
Security —.140 —.413 .209
Conformity .058 —.646 —.163
Tradition .103 —.565 —.101
Benevolence .086 249 467
Universalism -.792 —.024 254
Self-direction —.391 516 —.466
Stimulation 167 677 196
Hedonism .608 .353 .062
Achievement 229 —.068 125
Power .394 112 —.574
Rebellious —-.745 .345 —.438
Sophisticated 222 901 —.373
Energetic —.669 247 —.358
Conventional —.274 392 .873

Note. Structure coefficients higher than .40 are bolded.

The structure coefficients are presented in Table 6.2. Correlations
higher than .40 were considered significant for interpretation. The
results show that adolescents who don’t prefer Rebellious and
Energetic music have lower scores on Universalism and higher
on Hedonism (Function 1). The Sophisticated music preference
is positively related to Self-direction and Stimulation values, and
negatively to Conformity, Tradition, and Security (Function 2). The
structure coefficients for Function 3 show that the Conventional music
preference is negatively related to Power and Self-direction values
and positively to Benevolence. The Rebellious music preference has
the opposite relation to these values. Thus, adolescents who do not
appreciate these genres have lower scores on Power and Self-direction,
but higher on Benevolence (Function 3).

Previously reported findings are summarised in Table 6.3,
primarily to enhance understanding of the relationship between the
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obtained music preferences and Schwartz’s values. Thus, the right-
hand column presents extracted factors, and the left contains signs
reflecting the nature of their relationship with relevant values and
the description of those values provided by Schwartz and Boehnke
(2004, p. 239).

Table 6.3 Results regarding the relation between musical preferences

and values
Musical preferences Values
Rebellious (4) Universalism—Understanding, appreciation, tolerance,
(+) Heavy Metal, Rock,  and protection for the welfare of all people and nature
Punk (-) Hedonism—Pleasure or sensuous gratification for

(=) Folk oneself
(+) Power—Social status and prestige, control or
dominance over people and resources
(4) Self-direction—Independent thought and action:
choosing, creating, exploring
(=) Benevolence—Preservation and enhancement of the
welfare of people one is in frequent personal contact with

Energetic (+) Universalism—Understanding, appreciation, tolerance,

(+) Techno, House, and protection for the welfare of all people and nature

Hip-hop (-) Hedonism—Pleasure or sensuous gratification for
oneself

Sophisticated (4) Stimulation—Excitement, novelty, change in life

(+) Jazz, Rhythm & (+) Self-direction—Independent thought and action:

Blues, Reggae choosing, creating, exploring

(-) Security—Safety, harmony, and stability of society, of
relationships and of self

(=) Conformity—Restraint of actions, inclinations, and
impulses likely to upset or harm others and violate social
expectations/norms

(-) Tradition—Respect, commitment, and acceptance of
the customs and ideas that traditional culture or religion

provide
Conventional (=) Power—Social status and prestige, control or dominance
(+) Pop over people and resources

(-) Self-direction—Independent thought and action:
choosing, creating, exploring

(+) Benevolence—Preservation and enhancement of the
welfare of people one is in frequent personal contact with
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Discussion

Our results show that the musical taste of Serbian adolescents could
be represented by four musical preferences, very similar to the factors
obtained in several Western and Western Balkan countries (Delsing et
al., 2008; Getz et al., 2012; Miranda et al., 2015; Petrovi¢ & Kuzmanovi¢,
2009; Rei¢ Ercegovac & Dobrota, 2011; Tekman, 2009). The similarity
would be even more obvious if we had used the statistical analysis that
presumes an independent relationship between extracted factors, as
was the case in much previous research into musical preferences (Getz
et al., 2012; Mulder et al., 2010; Rentfrow et al., 2011). Thus, the labels
assigned to the obtained musical preferences are chosen to highlight a
similarity with the results of the related studies.

As mentioned before, the Rebellious factor is very similar to the
Intense and Rebellious preference present in Western countries within
the four-factor model (Rentfrow & Gosling, 2003). Our Rebellious factor
includes Heavy Metal, Rock, and Punk music and, to a lesser extent,
an appreciation of Rhythm & Blues, Jazz, and Reggae. A rejection of
Folk music is characteristic of this musical taste. The opposition between
Folk and other genres, however, is specific to the Serbian socio-political
context. Petrovi¢ and Kuzmanovi¢ (2009) found the same pattern but
with opposite loadings: positive on Folk and negative on the other three
genres. Namely, the tendency to despise folk music in Serbian youth
inclined towards rebellious genres could be explained by common
criticisms of folk as kitsch and being related to criminals and to the war
ideology of the 1990s (Archer, 2012; Gordy, 2001).

The Energetic factor, incorporating Techno, House, and Hip-hop,
unites powerful dance rhythms like the Energetic and Rhythmic
dimension in Rentfrow and Gosling’s four-factor model (2003) and
the Urban orientation in the five-factor MUSIC model (Rentfrow et al.,
2011). Like the Rebellious factor, this very dynamic preference seems to
be universal across different cultural contexts.

The Sophisticated factor, comprising Jazz, Rhythm & Blues, and
Reggae, is analogous to the Reflective and Complex factor within the
four-factor model detected in Western countries (Rentfrow & Gosling,
2003) and the Sophisticated factor in the five-factor MUSIC model
(Rentfrow et al., 2011). Namely, Jazz and Classical music, which almost
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reached significant loading of 0.4 (See Table 6.1) are similar to the
Reflective and Complex factor in Rentfrow & Gosling’s four-factor model,
while Rhythm & Blues are more like the Mellow factor in the five-factor
MUSIC model. Petrovi¢ and Kuzmanovi¢ (2009) found a comparable
Serious factor consisting of Jazz, Blues, Classical, Alternative, and
Reggae. These results show that older adolescents from various cultures
develop a taste for complex genres and become similar to adults in their
preferences. It is possible that such orientation is not influenced only
by cognitive development, as Mulder et al. (2010) suggested, but also
by schooling, when we consider that classical music is introduced early
within the school context. Our results show that a Sophisticated musical
preference correlates with the Rebellious factor.

The Conventional factor, with the highest loading on Pop, is similar
to the contemporary music preference found in Turkey (Tekman et
al., 2012) and it is the factor in earlier Serbian research (Petrovi¢ &
Kuzmanovié, 2009) that is mostly dominated by Pop and much less by
Rock and Folk. It could also be related to Rentfrow and Gosling’s (2003)
Upbeat and Conventional preference within the four-factor model
revealed in Western countries, where Pop and Country sit together,
alongside Soundtracks and Religious music.

Our second aim was to examine potential links between adolescents’
music preferences and their values. Canonical correlation analysis
highlights the association of these domains, as was the case in research
by Gardikiotis and Baltzis (2012) and Tekman et al. (2012), and in a
Serbian study about the relation between adolescents’ leisure patterns,
found to be defined predominantly by their music preferences, with
social and individual goals (Stepanovi¢, Videnovi¢, & Plut.,, 2009;
Stepanovic Ili¢ et al., 2017).

We established that the Rebellious factor (Heavy Metal, Rock, Punk,
and avoidance of Folk) is positively associated with Universalism, i.e.,
with one’s wish to contribute to the welfare of all people and nature,
which resonates with previous findings of a relationship between
adolescents’ leisure patterns and values (Pavlovi¢ & Stepanovi¢ Ili¢,
2022). This is also in line with Gardikiotis and Baltzis’s (2012) finding
of an association between the rebellious music preference and a Self-
transcendent higher-order value that includes Universalism and
Benevolence. However, our results show a negative relation with
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Benevolence, instead of a positive one. Furthermore, it is demonstrated
that the Rebellious factor is associated with Power, which is not
confirmed in other studies. This value, together with a negative relation
with Benevolence, reflects a tendency to dominate over others and a
negative attitude towards social surroundings. Carpentier et al. (2003)
report that musical styles featuring defiant messages (often present
in Heavy Metal and Hard Rock) can be connected with dominance
and antisocial feelings. Perhaps this could enrich our understanding
of the relationship between the Rebellious musical preference and
the aforementioned values, but it also explain our finding that such
a musical taste does not go along with a hedonistic lifestyle. Still, the
opposition between an inclination towards Universalism on the one
hand and towards Benevolence on the other remains unclear and needs
to be confirmed by future studies. Investigations in this field (Boer et al.,
2011; Gardikiotis & Baltzis, 2012; Tekman et al., 2012) have discovered
that an appreciation of rebellious musical genres is positively related
to the Openness value dimension, which could be associated with our
finding that the same preference is correlated with Self-direction, which
together with Stimulation is most significant for defining the Openness
factor (Schwartz & Boehnke, 2004).

The results of our study show that adolescents who appreciate
Energetic music genres have higher scores on Universalism and lower
on Hedonism. This means that young people listening to Techno and
Electronic music, and to House as well as Hip-hop and Rap, are orientated
towards the welfare of all people and the protection of nature, and that
they do not seek pleasure and sensual gratification. Unfortunately, other
studies (Gardikiotis & Baltzis, 2012; Tekman et al., 2012) examining
the relationship between values and musical preferences have not
established such a musical taste in their respondents, which makes a
comparison with our findings impossible.

The Sophisticated factor is positively associated with Stimulation
and Self-direction, referred to above as constituting the Openness to
change value dimension. At the same time, it is negatively correlated
with Security, Conformity, and Tradition belonging to the Conservation
value dimension (Schwartz & Boehnke, 2004). This suggests that
adolescents whose listening styles are commonly perceived as complex
and intellectually demanding (Schifer & Sedlmeier, 2009) focus
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on excitement and challenges, and do not appreciate tradition, the
status quo, or being under somebody else’s influence. Tekman et al.
(2012) also discovered that Openness was a positive predictor of the
Sophisticated musical preference. The relationship between Openness
to new experiences and an interest in sophisticated musical genres is
well established in research on personality and musical preferences
(Manolika & Baltzis, 2021; Rentfrow & Gosling, 2003). However, we did
not find a correlation between a preference for sophisticated and complex
music and the Self-transcendence higher-order value (Universalism and
Benevolence) revealed by the Greek and Turkish research (Gardikiotis
& Baltzis, 2012; Tekman et al., 2012).

The Conventional factor, defined by Pop music, negatively correlates
with Self-direction and Power. Hence, youngsters favouring Pop music
are not prone to independence and social status and do not want to have
control over others. Notions such as independence, status, and power
are usually associated with the adult world, so it seems that adolescents
with Conventional music tastes reject such values and do not want
to grow up. Seemingly our results contradict the findings of other
researchers (Boer et al., 2011; Gardikiotis & Baltzis, 2012; Tekman et al.,
2012), who determined a positive relation between similar musical tastes
and Openness (incorporating Self-direction) and Self-enhancement
(including Power).

Summarising the previously discussed results regarding the
relationship between music preferences and values, it can be stated that
some of our findings are in accordance with the few studies that have
empirically investigated this topic (Boer et al., 2011; Gardikiotis & Baltzis,
2012; Tekman et al., 2012). However, many differences are also noticeable.
These may be attributable to specific statistical techniques and to the fact
that the genres contributing to musical factors in these studies were not
exactly the same. Moreover, our respondents were slightly younger than
participants in the other two studies from the Balkans region. Keeping in
mind that adolescence is characterised by intensive development (Krsti¢,
2016)), this can be reflected in both musical taste and one’s value system
(Hargreaves et al., 2015; Petrovi¢ & Kuzmanovi¢, 2009; Rei¢ Ercegovac
et al., 2017), but also in the relationship between them. The impact of
cultural specificities on adolescents” everyday life should also not be
discarded (Baucal & Krstié, 2020; Videnovié et al., 2010).
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Conclusion

This study has identified four factors, Rebellious, Energetic,
Sophisticated, and Conventional, that describe music preferences
in Serbian adolescents analogous to the music preferences found
across Western countries. It has also discovered antagonisms between
the inclination towards music often labelled as rebellious and an
appreciation of the folk genre, specific to the Serbian socio-historical
context, determined in earlier national research, with the majority
of findings replicated in our investigation. Besides, resemblances
regarding music preferences of this kind are also detected in other
Balkan countries sharing a similar cultural heritage.

Our results have revealed that each identified music preference in
adolescents is related to a certain set of values from Schwartz’s taxonomy.
The significance of these findings is corroborated as they confirm the
relevance of a system of values for the development of adolescents’
musical taste that has previously been highlighted by scholars (Boer et
al., 2011; Franken et al., 2017; Hargreaves et al., 2015). However, as we
stated before, this might also imply that specific music choices have a
possible influence on one’s system of values, whose formation occurs in
adolescence, bearing in mind that musicians are amongst the favourite
role models of adolescents, with whom they can have very close
parasocial relationships (Gleason et al., 2017, Stepanovi¢ Ili¢ et al., 2017,
2023). Our study rediscovered previously established relationships
between particular musical tastes and values, although differences
have also arisen, especially regarding the rebellious preference and
its relation to apparently antagonistic values. This suggests that
further examinations of the adolescent population are needed with
an international perspective. Furthermore, such investigations should
consider values and take into account the specific role of music as a
protective factor (Krnjai¢ et al., 2023; Stepanovi¢ Ili¢ et al., in press), as
well as the utilisation of music in relation to emotions, as advocated by
contemporary literature in this field (Manolika & Baltzis, 2021). This
aspect is particularly significant in adolescence, which is commonly
considered a sensitive period with intensive emotional growth (Krstic,
2016; Videnovi¢ et al., 2010; Videnovi¢ et al., 2018).
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7. How Professional Musicians Can Better
Connect to Audiences for Live Classical
Music: Assessing Theory And Practice in the
Light of the COVID-19 Crisis

John Sloboda

Introduction

Attendance at live classical music events in many countries has been
steadily declining for decades, both in absolute terms and relative to
other arts. For instance, the USA National Endowment for the Arts has
periodically surveyed public participation in the arts. Attendance at
classical music concerts has steadily declined over the period 1982-2017,
whereas other participation, such as gallery attendance or attendance
at pop concerts has not declined. Specifically, in 1982, 13% of the US
population had attended at least one classical concert in the year. By
2017 this percentage had fallen to 8%.

One of the most striking contributors to this decline is the changing
age profile of audiences. The average classical music audience is getting
older, as is shown clearly in the 2017 data from the USA (National
Endowment for the Arts, 2018) and also the UK. Data from the UK
Office for National Statistics (Sigurjonsson, 2005) showed that while
16% of the 55-64 age group had attended a classical concert, the figure
for under 35s was around 5%. This compares with 90% attendance from
that same cohort for films and pop concerts.

Since live performance is at the heart of classical performance training
and practice, this decline presents challenges for the profession, and an
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urgent need for greater understanding of its causes and how it might be
reversed. One potential line of explanation is that classical concerts have
been failing to give contemporary audiences, particularly the under-50s,
what they seek. In support of this, Dobson (2010) analysed the responses
of culturally aware young adults attending their first classical concerts
and found that they valued inclusion and participation highly, and
sought the sense that their attendance mattered to the performers, who
wanted to co-create with them a unique encounter, not just exposure to
works they could have heard at home.

Inresponse to such findings, Sloboda and Ford (2019) have articulated
four key dimensions on which live events may vary and which may
help to explain why classical music concerts have experienced such
difficulties.

The first dimension is established work versus new work, and in what
proportion. Established work means work that belongs to a repertoire
of tried-and-tested value, often by authors or composers no longer
alive. In general, the programmes of major classical venues concentrate
on established work, particularly of dead composers. In contrast,
programmes of major theatres have a very high proportion of new
work alongside the established. Even art galleries that build their
reputation on established work and the work of dead artists, tend to
have major exhibitions of relatively recent work by living artists, or
work not exhibited before. For instance, 25% of the special exhibitions
at London’s National Gallery in 2018 were of living artists, although
its main collection focuses on works from the thirteenth to the early
twentieth centuries. And at pop concerts it is virtually unknown for
the work of dead artists to be performed. As was the case for classical
concerts before the mid-19th century, audiences for popular music are
primarily interested in the work of living artists with whom they can
have a direct encounter, and from whom they can eagerly anticipate the
production of further new songs in the future. In general, in the 18th
and early 19th centuries, once a composer was dead, his music held little
further interest for audiences (Weber, 1984).

The second dimension is predictable versus unpredictable. This is
determined by such factors as the nature and order of the programme,
whether known in advance or not, and the level of improvisatory
or ad-libbing moments to be found. Very often there is no advance
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programme at a pop, folk, or jazz concert. In theatres, productions
typically vary sets, lighting, and costume. Classical concerts, by contrast,
are often highly predictable. The programme specifies exactly what will
be played, in what order, and the degrees of freedom for the performers
are quite limited. What they play, how they are arranged on the stage,
how they behave, what they wear, is very similar from event to event. Ad
libs are minimal and often squeezed to the margins, as in encores, which
in some ways could be seen as acknowledgements from the performers
that the main event has failed to meet some important audience need.
The more predictable, the less easy it is to generate the sense of an
event—something special. Dobson’s (2010) research on younger
audiences for classical music provides the example of the ‘Night Shift’
series of classical concerts by the London-based Orchestra of the Age
of Enlightenment. She documents how staging concerts at nightclubs,
with no advance written programme, with the audience and players
standing and moving around the space and impromptu conversations
taking place between the players, all create a sense of occasion through
their unpredictability and disruption of conventions.

The third dimension is impersonal versus personal. This relates to the
level of personal engagement in the projection of performers. There
are considerable differences across performances regarding how far
performers stay in strict performer roles, or step outside the role and
project themselves as people. One kind of projection is talking directly
to the audience, either from the stage, or more informally, before or after
the performance. This is not a traditional part of the classical performers’
persona, but is increasingly being adopted by both soloists and ensembles
(for instance, the Orchestra of the Age of Enlightenment; see Sawer, 2018).
Another kind of projection relates to the degree of self-conscious acting:
for example, the projection of emotional and other qualities through such
things as body movement, facial expressions, or vocalisations. In classical
music this is often restrained or idiosyncratic. Either performers try to
be neutral and invisible, or, as in the case of some well-known soloists,
they engage in exaggerated gestures, which are often highly similar
across different performances—a kind of gestural personal signature.
The piano commentator Frances Wilson (2015) observes that ‘the
spectrum of gesture in piano playing is very broad, from almost complete
concentrated stillness at the piano (Marc-André Hamelin, Stephen
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Hough) to exaggerated flamboyance bordering on the ridiculous’. In
theatre these things are generally highly consciously managed as part of
the stagecraft, an awareness that has prompted pedagogical innovations
where musicians work alongside actors to learn this skill (e.g., Rea, 2015).

The fourth dimension is passive versus active. This concerns the level
of audience behaviour and communication. Live arts vary considerably
in what is permitted or expected of the audience in terms of active
engagement. In some events active behaviour is allowed or encouraged.
In some forms, such as pop, opera, or jazz, it is perfectly acceptable to
clap or cheer at points where an audience member feels someone has
done something particularly excellent or moving. In classical concerts it
is generally expected that audience members wait until the end of a work,
even if the work has multiple movements, and will restrict movement to
a minimum. In other contexts, more usually associated with popular
music, it is permitted or encouraged to move, be it dancing, moving in
one’s seat, or actually moving around the space. The traditional classical
concert places an audience member in the position of a humble viewer,
coming into the presence of greatness. In this mode, an audience may
feel it has nothing to give, only to receive (an observation articulated
influentially by Small, 1998).

It is evident that in general, classical music events are established,
predictable, impersonal, and passive in comparison to what else people
can pay to go to in contemporary culture. However, the experience
of inclusion and participation that contemporary audiences seek is
more likely to occur at events which contain elements of the new, the
unpredictable, the personal, and the active. Sloboda and Ford (2019)
outline some potential historical and sociological explanations as to
why classical concerts lag behind other live art forms in these respects,
but the question posed here is how can more of what audiences seek
be added to live classical events? A working hypothesis is that this can
be achieved by shifting the event along one or more of the dimensions
identified above, towards an emphasis on the new, the unpredictable,
the personal, and the active.
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Aims

This chapter aims to increase understanding of how artists and
promoters can respond to audience needs through practical but
theoretically grounded adjustments to the concert experience. It
does this through drawing out key elements of an artist-led series of
research projects which brought musicians and researchers together
to explore how more of what audiences seek can be added to live
classical events through principled innovations in programme design,
content, and presentation. These projects drew on the dimensional
analysis provided by Sloboda and Ford (2019) to devise concerts
which explicitly shifted the audience experience along one or more of
the dimensions identified, i.e., towards an emphasis on the new, the
unpredictable, the personal, and the active.

These projects were undertaken at Guildhall School of Music &
Drama from 2010 onwards within a programme entitled Understanding
Audiences. This has allowed practical initiatives within the framework
described above to be devised by artists, and the effects to be assessed
in collaboration with researchers. These projects have been described
in more detail in a series of publications (see Dobson & Sloboda, 2014;
Dolan et al., 2013, 2018; Ford & Sloboda, 2013; Halpern et al., 2017;
O’Neill et al., 2016; Sloboda, 2013, 2015; Sloboda & Ford, 2019; Sloboda
& Wise, 2016; Toelle & Sloboda, 2021).

Here, an overview is provided, illustrating this approach with four
case studies from this programme, each case study focusing primarily
on one of the four dimensions in the framework, with summary accounts
of methodology, findings, and implications.

In the context of the global COVID-19 pandemic where live concerts
were initially not allowed, but where there was much online activity,
the discussion then turns to a consideration of how the understanding
gained previously might be adapted and enlarged to reflect the
experiences, challenges, and opportunities faced by musicians during
the COVID-19 restrictions, drawing on examples of concerts performed
at the height of the global lockdown (March-May 2020). It concludes by
assessing some advantages and limitations of the approach taken here
and outlining some areas for future investigation.
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Main discussion

Dimension 1—Established versus new: Repeating the same work in a concert

Classical concert promoters and programme makers are often reluctant
to introduce new or unfamiliar music into concert programmes (Price,
2022). This is because core classical audiences are believed to prefer
‘tried-and-tested” familiar works. As a result, programmes of major
orchestras and major concert halls are very conservative (Beethoven and
Mozart dominate; see Marin, 2018).

Studies using recorded music show that repeated hearings increase
enjoyment and understanding of a piece (Margulis, 2014). But there is
little evidence regarding the effects of repetition during live concerts.
Spontaneous encores have long been a documented feature of live
concerts. Planned and programmed repetitions are rarer, but have
been featured (see Anderson, 2017), and they mainly feature new, or
unfamiliar, work. This study aimed to examine the effects on listener
response of deliberately programming repeats of unfamiliar works
within the same concert.

In two separate concerts of new music performed by staff and
students at the Guildhall School, planned repeats of some performances
were introduced into the programme (some pre-announced, others
not). After each performance, audience members (N = 63, age range
18-84, median 19.5) were asked to complete a four-item questionnaire
probing both cognitive and affective variables. The key quantitative
items were Likert-scale ratings (two for cognitive and two for affective).
Participants were also invited to elaborate on their reactions in free-field
responses. For further details see Halpern et al. (2017).

There was a statistically significant increase in ratings of the piece on
a second hearing. Audience members liked the piece more on a second
hearing and felt they understood it better. This suggests that a good
way to increase ‘tolerance’ for new music amongst more traditional
audiences could be to make the practice of repetition a more normal
part of concert protocols. This could make such concerts more attractive
to those seeking the new rather than the familiar.
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Dimension 2—Predictable versus unpredictable: Effects on audience of
classical improvisation

Classical improvisation represents a radical challenge to the notion
that faithfulness to the score is a core or abiding value. Until the late
nineteenth century, improvisation was considered to be a core attribute
of live performance. Mozart and Beethoven would have been astonished
with the contemporary reverence accorded to their music. They expected
performers to take liberties with the score, as they did themselves in
performance (Dolan, Sloboda, et al., 2013). It could be argued that a
historically authentic performance of much classical repertoire requires
(rather than invites) an improvisatory approach, which may be defined
as a spontaneous, in the moment, musically informed variation in
expressive parameters of timing, loudness, and timbre, along with
actual new notes.

Not only is such an approach more historically authentic, it arguably
has the power to provide a more intense experience for all concerned in
live performance. This is because improvised performances are newer,
more unpredictable, more personal, and—arguably—invite more
audience engagement.

We evaluated the impact of such an improvisatory approach in a
series of experiments exploring the hypothesis that improvisation, and
an improvisational state of mind on the part of the performer during
performance, is associated with a heightened musical experience in
terms of both the performers’ engagement and audience response
(Dolan, Jensen, et al., 2018; Dolan, Sloboda, et al., 2013). These studies
involved musicians playing the same piece twice within a concert, once
with a prepared interpretation, and once with improvisation. Three
levels of measurement of effects were employed: behavioural (actual
sound parameters of performance), experiential (subjective judgement
of listeners), and physiological (electroencephalography [EEG]
response).

Our specific predictions were for the improvised versions to show
(1) increased (more varied) and more ‘risky’ use of performance-
related parameters (timing, tempi, rthythms, dynamics, timbre, and
actual extemporised notes) by the musicians; (2) increased ratings by



150 Psychological Perspectives on Musical Experiences and Skills

audience members of performance quality; and (3) increased activation
of certain brain areas in both performers and audience, and increased
synchronisation in brain activity between performers and listeners. In
a live concert by Trio Anima (Dolan, Sloboda, et al., 2013), attended
by fourteen individuals, a mixture of students and staff from UK
academic institutions, as well as outside guests and casual concert-
goers (age not recorded), five pieces were each performed twice in two
modes: ‘prepared” and ‘improvised’. The order of the two modes was
varied from piece to piece and was unknown to the audience and any
co-author other than the first. On objective performance parameters, the
performances displayed clear differences. Greater expressive variation
was found in the improvised version than in the prepared version, and
also embellishments of the score.

Audience reactions were obtained by asking each audience member
to rate each performance on five separate dimensions: improvisatory
in character, innovative in approach, emotionally engaging, musically
convincing, and risk-taking. A free-response box was also provided
for comments on each performance. On all rating dimensions the
improvised interpretations scored substantially and significantly
higher than the prepared interpretations. The ratings were supported
by written comments which exemplify the very different feel of the
two types of performance. Prepared: ‘Pleasantly played, though tame
and conventional.” Improvised: ‘It was very intense. Musically a lot
happened. The musicians were really making music and telling a story
together.’

Brain measurements (EEG) from performers and two audience
members showed substantial differences between prepared and
improvised performances, for both performers and listeners. One
particularly striking finding was a contrast between performers, whose
brain centres for focused attention were less active during improvisation,
and listeners, who showed more activity in these areas (signalling a
greater attentive involvement). A second finding was that improvisation
yielded greater activation in areas of motor control for both performers
and listeners, even though listeners remained very still. It seems as if
improvisation was particularly effective in allowing listeners to mirror
the movements of the musicians in their imagination. This adds a
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specific dimension to the wider body of research linking music listening
to brain activation in the motor areas (Gordon et al., 2018)

Thus, there is consistent evidence that improvised -classical
performances are experienced as significantly different by participants,
as indicated through both conscious verbal and unconscious brain
responses, as well as the musical features of the performances. This is a
part of the case for suggesting that improvisatory elements will enhance
audience engagement.

Dimension 3—Impersonal versus personal: Effects of attending an open
rehearsal

The audience experience of a live event is not solely determined by
the experience of the concert itself. The surrounding context—before,
during, and after—can shape the experience in a number of ways.
Rather than altering some aspect of the concert itself, some artists have
chosen to enhance the experience through events planned to accompany
the concert. One such event is the open rehearsal.

As part of a project on audience development in a professional
chamber orchestra (collaborators Helena Gaunt, John Rink, Karen Wise,
and Britten Sinfonia), an opportunity arose to examine the effects of
attending an open rehearsal on audience experience. Seventy-two
audience members (age data not collected) attended an open rehearsal
given by a professional chamber orchestra, followed later that day by
the concert. During the open rehearsal, audience members were able
to witness conversations between the musicians, and the consequent
adjustment of performance details. The concert contained new works
including a world premiere. Audience reactions were probed by a
post-concert questionnaire. One focus looked at how attendance at the
rehearsal had affected the concert experience. Thematic analysis on the
free-form responses yielded evidence of three main influences on the
concert experience.

The first influence was one of orientation towards the music, creating
familiarity and recognition when in the concert itself. One respondent
wrote: ‘Both rehearsal and discussion helped towards enjoyment of
the concert as growing familiarity breeds enjoyment.” Another wrote:
‘Having been in the rehearsal, it was wonderful to have these moments
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of recognition in the concert.” This is another indication that repeated
hearing is a key route to greater enjoyment.

The second influence was one of connecting with the process of
artistry, and therefore feeling more a part of the artistic journey. One
respondent wrote:

Having listened to the rehearsals/behind the scenes, I felt more connected
in some way. Even if they were rehearsing snippets, I felt more involved. I
loved hearing them discuss and talk about the process that went towards
this concert. I enjoyed it more, having listened to their process, and I felt
like I was part of a journey.

The third influence was one of connecting with the musicians, thereby
seeing artists as fallible and human. One respondent wrote:

I found the rehearsal interesting. It made the performers seem more
human in the sense of being fallible and subject to variation and
imperfection. This made the occasion of the concert feel more unique
and special, and in fact I felt more empathy with the performers (with
them being less like untouchable perfect gods) and because of that more
involved with the whole event.

These findings suggest that audiences seek a more personal relationship
to musicians, and being let in ‘behind the scenes” makes for a stronger
and deeper experience. This contrasts quite markedly with the traditional
training of classical musicians, which encourages process to be hidden in
favour of a ‘perfect’ end product. Allowing the audience into the process
involves a degree of risk-taking for which many classical musicians have
not been prepared. Even more risk attaches to improvisation on stage
which, in crucial respects, cannot be prepared in advance.

Dimension 4—Passive versus dactive: The audience as artist

One strong, but rarely adopted, method of bringing an audience into
active engagement is to involve them as performers. Such a direct
participatory role has been offered to audiences in some works by
composers such as lannis Xenakis, Frangois-Bernard Mache, Malcolm
Williamson, Luc Ferrari, Mauricio Kagel, John Cage, Dieter Schnebel,
Louis Andriessen, and Cornelius Cardew. However, no systematic data
collection has ever been undertaken on audience members regarding the
effects of this on their engagement and satisfaction. Toelle and Sloboda
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(2019) rectified these gaps through a study of audience reaction to two
new works commissioned by the Art Mentor Foundation Lucerne, which
were performed in four European cities by four different professional
new music ensembles. The method of investigation was a questionnaire
completed by audience members in the concert hall at the end of the
performance.

The works were by composers Huang Rao and Christian Mason, and
audience data was collected at three of the four performances (by the
London Sinfonietta, Ensemble Modern Frankfurt, and Asko Schonberg
Ensemble Amsterdam). The pieces were composed with parts written
for the audience to play instruments, make sounds (including reading
poetry extracts), and move. In publicity material, the artistic rationale
was described as to ‘inspire composers to experiment with the idea of
shared curation, encourage musicians to lead public participation, and
empower audiences to play their own role in great art’ (Press release
Art Mentor Foundation Lucerne, 2015). Audiences performed under
guidance (visual and sonic cues) using voice, gongs, bells, harmonica,
and so on. There were also rehearsals and warm-ups (some in the
concert, some optional at advance sessions).

There were 638 attendees over the 3 venues (50 attended preparatory
workshops) and 273 (43%) participated in the research. The age of the
participants was not recorded. The key data came from open-ended
questions asking for positive (‘best thing about the performance”)
and negative (‘was there anything you did not like or find difficult?’)
opinions.

Responses were predominantly positive. Thematic analysis yielded
four main categories of audience reflection. First was the Special group
experience (e.g., ‘sharing the experience with composer, performer,
audience’; “‘musicians around the room made it feel like we were in the
piece’). Second was the Interactive musical experience (e.g., ‘seeing
how the music came together through rehearsal’; ‘participating gave
me a greater appreciation of the structure behind the two pieces’).
Third was the Evaluation of the participatory situation (e.g., ‘it was
wonderful to engage with poetry again, inspired me to read some
poetry to my hospitalized mother’; ‘participating made me watch and
listen closely: more than I usually do’). The fourth category was the
Experience of shifting power relationships. Here, some respondents
were more cautious (e.g., ‘child-like participation in the Mason’;
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‘I think the audience could have managed a bigger/more complex
part. This would avoid the “cameo” sensation’; ‘it did feel more like
an experiment than a performance, which was rather weird as an
audience member’). This was an indication, perhaps among the more
musically advanced audience members, that audience participation
was too tokenistic, with the real artistic interest remaining with the
professional performers. This could be a difficult balance to strike with
a mixed-ability audience.

Nonetheless, this first extensive study of audience reactions to a
participatory composition demonstrates a high level of engagement
(both with the activity and the research on it) and a variety of benefits
of taking part. In particular, such participation heightens appropriate
attentiveness and connection to the musicians and each other, and
validates the uniqueness of the live concert experience.

As this example shows, one means of involving audiences actively
is to proactively seek their feedback after the event, either through
dialogue or through written feedback. A range of interventions outlined
in Dobson and Sloboda (2014) showed that post-concert feedback
events increased a sense of agency in the audience, and also the artists’
sense of connection to the audience, with a levelling of the traditional
power relationship.

Adapting concerts to the constraints of the COVID-19 pandemic:
Audience experience through the dimensional lens

From March 2020 the world was plunged into a new and unprecedented
situation of social isolation in which concerts were suddenly stopped or
disrupted. The situation changed very rapidly over successive months
and may further change in the future. It is worthwhile, however, to look
at early reactions to the pandemic when artists and researchers were
struggling to make some immediate but focused responses to their new
circumstances. The analysis here was developed in a series of three
online practice-based seminar-recitals presented with singer Rafael
Montero during April and May 2020.!

1 Hosted by the Instituto Katarina Gurska, Segovia (17 April 2020), the Maastricht
Centre for the Innovation of Classical Music (14 May 2020), and the Guildhall
School of Music & Drama (26 May 2020).
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Even under strict lockdown the impulse for live face-to-face
performance was strong. Small groups of co-quarantined musicians
immediately started to perform in the streets and on balconies. One
UK example was a husband-and-wife duo who performed music
in the street near the homes of quarantined families, described as
‘Cuppa Concerts’ (World Harmony Orchestra, n.d.). But unless asked
for and pre-agreed, these audience members didn’t choose to be the
audience—therefore this was more like busking (street entertainers)
than a mutually agreed concert.

Very quickly, many musicians began live-streaming concerts from
their homes. This was possible for solo performers or musicians who
happened to live in the same house. An early UK example of this was
Stephen Isserlis’s children’s concerts for solo cello (Tutti.space, 2020). He
talked between pieces and answered children’s questions posted online.
This set-up required a ‘live-in” cameraman producer—who happened
to be his son.

More common than live-streamed concerts were pre-recorded
concerts with each performer in a separate home. In such performances
the sense of ‘liveness’ was lost as audience members were not co-present
in time or space with the performers. However, audience response was
possible post-performance, for example from the comment facility
in platforms such as YouTube. An early and now famous example of
this was the Rotterdam Philharmonic Orchestra’s (2020) recording of
Beethoven’s Ode to Joy on 25 March. Within a few days there were more
than 2,500 viewer comments—some highly emotional; for example, ‘1
haven't cried like that since my father died. I'm a nurse in the National
Health Service. We need art like this right now. Thank you.” However,
there was little opportunity for audience-artist dialogue, or artist
response to such comments.

Another type of concert that appeared was a hybrid model, where
performances were pre-recorded but curated/presented in real time by
performers, or by a host in real-time communication with pre-registered
audience members, through conferencing software such as Zoom.
This allowed immediate real-time comments and questions, to which
performer/hosts could respond. This was the model we adopted in our
seminar-recitals, a model which also allowed a global audience from
several continents to interact with us and with each other, in discussion
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about the music and the modality of its presentation, thereby giving
audience members considerable agency. In these new forms of concert,
how does this new situation impact on the four dimensions of live events
discussed earlier? Can the priorities of delivering new, unpredictable,
personal, and active experiences still be upheld, and if so, how?

In relation to established versus new, virtuality imposes no restrictions
on the familiarity /unfamiliarity of the repertoire. Repeated hearings of
performances remain possible.

In relation to predictable versus unpredictable, new formats in
experimentation made concerts under COVID-19 potentially more
unpredictable. At least initially, there was a sense of shared adventure
under adversity. However, ‘standard’ formats quickly became dominant,
drawing on established models such as that used by the Virtual Choir
(Whitacre, n.d.), founded in 2010. These formats were substantially
determined by the functionality of common online platforms, to the
point where a screen full of heads and shoulders became almost a cliché
and highly predictable. Other dimensions of unpredictability, such as
those introduced by improvisation, became technically problematic
when performers were communicating with one another over the
Internet, although institutions that could afford it invested in low-
latency technology, requiring ultra-fast broadband, to eliminate the
typical internet-induced delay between people performing in different
locations.

On the impersonal versus personal dimension, it was noticed that
the pandemic crisis gave more opportunity for musicians to be seen
as human, performing in their own homes, wearing informal clothes,
and backgrounded by their personal effects. Often the situation would
inspire musicians to talk about why they were offering the performance,
with unusual intensity (for example, on 15 March 2020 the operatic
soprano Joyce DiDonato offered an impromptu concert in her New
York apartment of arias from the recently cancelled Metropolitan Opera
performance; DiDonato, 2020). However, such events were usually one-
way with no opportunity for an audience to respond in real time.

On the passive versus active dimension, although remote feedback/
dialogue is possible, both spoken and written, interpersonal signalling
is limited (e.g., body language, group laughter, and applause are all
absent, or highly compromised). Audience/audience interactions are
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possible, but a remote concert experience is not easily socially embedded.
Audience participation in the music is possible (e.g., sing-along) but
normally each person will only hear themselves, thus missing the
embedded communal experience.

Devising, executing, and publishing peer-reviewed research is a
process that generally requires a greater timespan than was possible
after the onset of the global lockdown. Thus, at the time of writing
(September 2021), little published peer-reviewed research exists that
can directly inform the design of online classical concerts. However,
Swarbrick et al. (2021) provide an extensive analysis of 661 respondents’
experience of a wide variety of online concerts across the world; and
Onderdijk et al. (2021) devised online and socially distanced live
concerts which allowed them to manipulate variables which could
affect experience of agency, presence, and social connectedness amongst
83 concert attenders. We can expect significantly more findings to
emerge in 2022, and beyond, through a range of research initiatives and
networks of researchers which have been set up, many becoming active
within weeks of the curtailment of normal concert life. These networks
include Music Across the Balconies (Davidson, 2020), a resource
which documents a large number of specific online initiatives taken by
musicians since March 2020. Musicovid (Hansen & Wald-Fuhrmann,
2021) is an international network of researchers who have initiated
projects assessing various aspects of the impact of COVID-19 on musical
production, experience, and effects. These networks provide information
on upcoming conferences and calls for contributions to publications,
including special issues of journals, and these initiatives can be expected
to bear fruit over time. Since the vast majority of live concerts are of
popular—not classical—music, much of the new research (e.g., Rendell,
2021) is similarly focused. In research, as well as in life, classical music
occupies a particular niche, and it remains important to be cautions in
extrapolating from one genre to another in drawing conclusions.

Conclusion

This chapterhas drawn together the findings fromartist-involved research
into audience experience, where artists play an equal role in the research
alongside researchers, thus assessing innovations in concert practice
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which are meaningful and relevant to their practice. Practice-based,
or practice-led research is becoming an increasingly significant feature
of the music research environment, where in-depth understanding of
a particular artistic practice or context—with all its individuality—can
provide a challenge to the scientific imperative towards generality. This
chapter has provided one attempt to outline a conceptual framework of
some generality which is, nonetheless, sufficiently flexible to encompass
a wide variety of artistic and organisational initiatives around concerts.

However, most of the research described has taken place in the
UK (the remainder in north-western Europe), and much of it in the
context of just one higher music education (HME) institute. HMEs
have the advantage of allowing more freedom and experimentation
than is sometimes possible in the commercial arts world, and HMEs
are also natural homes for researchers. Embedding research-informed
innovation within commercial or municipal arts organisations is a
greater challenge, but one which may have more profound effects on
the industry, if achieved.

Another challenge is to define more concretely the impact of such
research on artistic practice going forward. Although the musicians in
our studies were very engaged in the research process at the time, it is
less easy to discover and document how the research influenced practice
over the longer term, when the immediate collaboration ended.

Concert-going, and the socio-cultural underpinnings which sustain
it, also varies quite considerably from country to country. Although the
decline in classical concert attendance may be a global phenomenon, its
rate and causes may be substantially different from country to country. It
would be a productive future development to conduct more comparative
research into experiences of, and motivations for, concert attendance
in different countries, which could tailor artistic and organisational
responses more closely to socio-cultural realities in different countries.
There are also other demographic factors which could benefit from a
more detailed analysis, and which may interact with location. Age and
prior experience of concert attendance are clearly important variables
which are not as well understood as they might be; particularly, which
differences are generational and thus relate to different social and
cultural contexts in different eras, and which are more internal (related
to biological, cognitive, and aesthetic maturation, for example).
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in Music Students’ Experiences of Practice
and Performance
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Introduction

Most musical activities can be carried out either individually, such as
practicing with a musical instrument by oneself, or in a more social
context, such as rehearsing or performing with an ensemble. These
situations showcase different characteristics which bring particular
pressures, challenges, and rewards. Nevertheless, offering clear-cut
distinctions between social and individual contexts may be more difficult
than expected. On the one hand, the felt presence of ‘others’ in solitary
contexts could transform the individual nature of certain musical actions
into a more intersubjective experience; on the other hand, a strengthened
awareness of the ‘self’ in group situations can reveal in a clearer fashion
the different subjectivities that contribute to the collective work. Music-
making itself is strongly intersubjective: musicians may experience
a ‘dialogue’ with the composer and assign agency to the music as
represented by the score (Mak et al., 2022), in addition to experiencing
the dialogue with other musicians happening in real-time, or in the
past (Clarke et al., 2016). The social context of performance is often
strongly felt by musicians, and seems to contribute to emotional peak
experiences in the form of intense positive experiences of felt connection
with the audience, and to emotional challenges and apprehension in

©2024 A. Schiavio, H. Meissner & R. Timmers, CC BY-NC 4.0  https://doi.org/10.11647/OBP.0389.08



166 Psychological Perspectives on Musical Experiences and Skills

reports of music performance anxiety (e.g., Perdomo-Guevara, 2014).
In this chapter, we investigate this intersubjective dimension that often
permeates musical performance and practice. We are interested in how
social presence shapes and becomes part of the experience of performers
and learners, and how different ways of engagement between musicians
and ‘others’” are formed and qualitatively felt. To explore these aspects,
we operationalised intersubjectivity' as two main modes of social
presence, namely physical presence and imagined presence. By doing
so, we assume that we can also observe intersubjectivity when musicians
engage with others who are only present in their thoughts, creating inner
dialogues and establishing social relationships that take an imaginative
form. This conjecture is in line with recent scholarship on interactive
cognition and musical creativity, which increasingly places emphasis
on the social components of mental life (Di Paolo & De Jaegher, 2012;
Schilbach et al., 2013), as well as on the imaginative capacities that are
central to thinking and acting musically (Hargreaves, 2012; Kratus,
2017). At the crossroads of these approaches lies research positing an
intersubjective framing also in seemingly solitary contexts (Hoffding &
Satne, 2019). This work, in a nutshell, suggests that settings in which
agents operate by themselves (e.g., when practising or composing music
alone) should not be conceived of as separate from the broader network
of cultural, social, and historical influences that drive and inspire musical
activity (Clarke et al., 2016; Folkestad, 2011; Schiavio et al., 2022).

With this in mind, imagining others can be seen to stand between
the two connected levels of intersubjectivity described by Fusaroli et
al. (2012), where the latter is understood as ‘1. [...] the articulation of
continuous interactions in praesentia between two or more subjects. [...
and] 2. As sedimented socio-cultural normativity: i.e., of habits, beliefs,
attitudes, and historically and culturally sedimented morphologies’
(p. 2). Imagining others, indeed, displays a rather ambiguous status in
that—at least in certain cases of vivid imaginative activity—it can feel
as if interaction were in praesentia; as if, in other words, the imagined
other(s) were physically present. This makes such a phenomenon

1  We understand intersubjectivity as the sense of individuals sharing meaning
with others and functioning as part of a larger whole that has been described as
a powerful experience in a range of musical contexts (see, e.g., Rabinowitch et al.,
2012; Sawyer, 2003).
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particularly fascinating in the musical domain, where the role of others
(e.g., listeners, co-players, teachers, etc.) is crucial for music’s various
manifestations (see, e.g., Small, 1998). Specifically, we ask (1) in what
sense can relevant musical ‘others’ (whether physically present or
not) shape music-making activity? And (2) how does the influence of
others vary depending on whether we are considering a performing or
practising context? In what follows, we aim to address such questions
by reporting on a qualitative study conducted with a small group of
music higher education (MHE) students, whose verbal descriptions can
help to increase understanding of intersubjectivity in musical contexts.

Method

Participants

Ethical approval was obtained through the Department of Music at the
University of Sheffield. Following ethics approval, a total of 17 adult
music students responded to a recruitment email. They were studying
music performance at postgraduate level at MHE institutions of the
second and third author in the Netherlands and in the UK, respectively.
Taking part in this study was voluntary, and participants gave their
written consent. Two individuals were excluded as they either did not
give their consent or answered in an insufficient manner. This reduced
the sample to 15 participants (7 women; 8 men), playing different
musical instruments and genres (see Table 8.1). Their ages ranged
between 21 and 32 years (M = 26.2 years; SD = 3.1). Each respondent
was assigned a pseudonym (P1, P2, etc.) to ensure anonymity.



168 Psychological Perspectives on Musical Experiences and Skills

Table 8.1 Overview of the participants

Pseudonym Gender Age inlﬁll‘lj:z;t Mus;lc:;e%enre

P1 M 25 Classical guitar Classical

P2 F 26 Voice Classical

P3 M 27 Percussion Various

P4 M 28 Drums Rock and Jazz

P5 F 31 Piano Classical

P6 F ) Piano Jazz, Pop, and
Blues

pP7 F 23 Voice Jazz

P8 M 28 Violin Classical

P9 M 24 Organ Classical

P10 F 25 Cello Classical

P11 M 21 Electric bass Metal

P12 M 27 Saxophone Rock

P13 M 30 Guitar Jazz and Classical

P14 F 22 Bass clarinet Classical

P15 F 24 Violin Classical

Materials and procedure

The research team developed an open-ended questionnaire to explore
the responses of music students when asked about the range of
intersubjective experiences felt during practice and performance.
Participants accessed the questionnaire online and were invited to type
their answers on a Google form anonymously. The instrument comprised
a first section dedicated to demographics and musical background, and
a second one featuring eleven questions, to which respondents answered
without a word limit. With these questions we invited participants to
share their perspectives on practice and performance both as a solitary
activity and in the presence of others. This involved exploring the
differences between such situations and offering examples illustrative of
the influence of others on emotions, feelings, and thoughts. Accordingly,
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we focused on the following modes of presence: (i) physical presence,
that is, when someone else is present, whether passively or playing
together (e.g., in the same room as the musician), and (ii) imagined
presence, that is, when this ‘someone else’ is only present in the mind
of the musician. To make sure the written responses could capture the
continuities and differences between these types of presence, as well
as elicit a variety of subjective characterisations of both phenomena,
we developed deliberately broadly interpretable questions that could
resonate with each musician and invite personal reflections about the
(intersubjective) experiences permeating their musical practice and
performance. The main part of the questionnaire can be found in the
Appendix of this chapter.

Data analysis

Given the exploratory nature of the research, data analysis was
performed via a grounded theory approach (Oktay, 2012). This
allows the researcher to look for meaningful units of analysis (i.e.,
codes referring to distinctive ideas, concepts, or experiences) directly
in the data, and to systematise them into categories relating to more
general dimensions. The analysis began with an immersion phase,
where the raw data were read multiple times to gain familiarity
with their content. Preliminary interpretations were noted through
informal memos, so that the units of analysis could be generated
contextually and, if necessary, modified. This gave rise to eleven codes.
Subsequently, all raw data were merged into a single Word document,
with each participant’s answers being segmented into shorter quotes.
Where possible, these quotes were organised around the codes
developed earlier on, assessed for intra-code coherence, and either
kept, discarded, or moved to another code. During this phase, three
codes were eliminated since many of the quotes associated with them
could be submerged under other codes. This process was re-examined
in a third phase of the analysis, where codes were systematically
grouped into four broad categories with two codes each. The initial
coding was done by the first author and independently verified by the
second and third authors. The resulting coding scheme is depicted in
Figure 8.1.
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the musical
other

Ne