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Music is present in every culture, and it plays a prominent role in people’s everyday lives. According to a 2008 report, the prevalence of most leisure activities, such as watching TV or movies or reading books, has been overtaken by music listening  (Rentfrow & Gosling, 2008). To occupy such a gigantic space in human lives, music must be uniquely rewarding to its listeners. But what makes music so rewarding? Since ancient times, the emotive qualities induced by music have been invoked as a possible explanation. For example, drawing from Plato’s Republic, Aristotle gave relatively detail descriptions of the emotional effects of different musical modes. Whereas the Mixolydian mode tended to make people sad, the Phrygian mode inspired enthusiasm (Politics, book VIII). Starting with Hellenic philosophy, the topic of music and emotion has long remained the philosopher’s domain, as documented by the impressive number of theories about music and emotion (e.g. Robinson, 2005). 


Only relatively recently has theorizing about music’s potential to elicit (or alter) mood and emotion been sidelined by empirical research (e.g. Juslin & Zentner, 2002). Among other things, this research has shown that music is an effective means of mood induction (e.g. Va¨ stfja¨ ll, 2002), a means of mood manipulation to alter consumer behavior and also a tool for the treatment of emotional disorders (Laukka, 2007). Investigators have also shown that, in everyday life, music is predominantly used for mood and emotion regulation (e.g., Laukka, 2007). Further testifying to the powerful emotional effects of music, affective reactions to music have been observed in infants as young as 4 months of age (e.g. Zentner & Kagan, 1996, 1998). Moreover, tentative evidence suggests that brain regions activated by emotional music are similar to those that are activated by strong rewards such as sex, food, and abuse of drugs (e.g., Menon & Levitin, 2005). Taken together, the evidence suggests that one important reason for music’s universal appeal lies in the emotional rewards that it offers to its listeners. 


There is rapidly expanding research on music. There is rapidly expanding research on emotions. However, a deeper understanding of the emotive states evoked by music is hampered by preconceived ideas (Brown, 2008) as well as a lack of well-supported concepts, definitions and measures (Scherer & Zentner, 2001). Presently, there is at present no systematic, empirically derived taxonomy of musically induced emotions. As a consequence, researchers apply models and measures from nonmusical areas of emotion research to the study of musically induced emotions, which we agree will suffice, for now. In addition, there is little consensus regarding the process that leads from a musical stimulus to an experienced emotion (e.g. Juslin & Vastfjall, 2004). In our view, the latter problem is partly a consequence of the former. Before our understanding of the mechanisms of emotions induction by music can be successfully advanced, we must first know about the nature of music-induced emotions themselves. Which emotive states are most (and least) frequently induced by music? Are these states specific emotions? How can we adequately classify and measure them? Finally, do music-induced emotions differ sufficiently from everyday emotions enough to warrant a domain-specific classification? The overarching goal of the present paper is to address these questions.


In current studies of musically inducted emotions, participants are typically asked to listen to music and then to rate predetermined affect terms to describe what they feel in response to the music. Almost invariably, these terms reflect either basic (or discrete) emotions theory such as angry, fearful, surprised, happy and sad (Rigg, 1964) or, alternatively, the terms derived form the affective circumflex and its variants such as bored, alert, hopeless, energetic, sleepy and satisfied  (Rigg, 1964). Although it would seem that music should be capable of inducing a much more nuanced range of emotive states than these labels imply, even Daniel Levitin of  “This is your Brain on Music,” who tries to break down this labels into more personal ones falls short relies on categorical or dimensional approaches to emotion. In the absence of systematic descriptive work on the nature and organization of musically induced emotion, such reliance is understandable. We have found in for reasons to be described next, these approaches may not be suited to capture the essence of musically evoked emotions. 


The prominently used theory to measure musically induced emotions is the, discrete or basic emotion theory (Ekman, 1992; Izard, 2007); which focuses on a small number of evolutionarily continuous basic emotions, in particular, anger, fear, joy, disgust, sadness, happiness, shame, and guilt. These emotions have major functions in the adaptation and adjustment of the individual to events that have potentially important consequences for his or her physical and psychological integrity. The antecedents of these emotions are environmentally determined conditions that have perceived or real implications for the individual’s well-being. Depending on the appraisal of the behavioral meaning of these events for the goals of the individual, these emotions tend to prepare various action tendencies (fight or flight in the case of threat, recovery and reorientation in the case of loss, reparative actions in the case of violations of social conventions). Such emotions tend to be high-intensity, sometimes emergency, reactions mobilizing bodily systems. In contrast, musical antecedents do not usually have any obvious material effect on the individual’s well-being and are infrequently followed by direct external responses of a goal-oriented nature (Krumhansl, 1997). The flaw is within the reaction, for it is plausible that these two radically different kinds of eliciting conditions will lead to different kinds of emotional experience. A promising theoretical frame for understanding these differences is provided by the theory of emotion refinement (Frijda & Sundarara, 2007). The authors distinguish between “coarse” and “refined” emotions, noting that “the latter are more felt than acted upon and thus do not obviously manifest themselves in overt behaviors like attack, embrace, or fight; may not show pronounced physiological upset; are often about complex events or subtle events aspects; and are not done justice by common emotion labels” (Frijda & Sundararajan, p. 227). They further note that common emotion theories may be better suited to account for course emotions rather than refined emotions.


A description of emotional effects of music limited to valance and arousal gradations as basic dimensions of emotions precludes assessment of the kind of qualitative differentiation required by the study of the emotional effects of music (Krumhansl, 1997). Although we do not question that emotional ratings of music can, to an extent, be accounted for by arousal and valence dimensions, this result adds little to an understanding of those emotional qualities that make music’s emotional effects so uniquely rewarding. The possibility that “canonical emotion labels might be a procrustean bed for musically evoked emotions had prompted a few researchers to rely on emotional descriptors that seem musically more plausible” (e.g. Batel, 1976). Although these approaches may be more valid phenomenologically, they have been eclectic in nature, with choice of emotion labels depending on the authors’ particular views of musically induced emotions rather than on a systematic, empirically founded taxonomy of music-relevant emotions terms (Scherer, 2004).


Previous Research Into Musical Emotions


The general notion that emotions generated by music may have special characteristics compared with day-to-day emotions, or with emotions generated by other arts, may be traced to the 19th century. In The Power of Sound, Gurney (1880) stated that “The prime characteristic of Music, the alpha and omega of its essential effect [is] its perpetual production in us of an excitement of a very intense kind, which yet cannot be defined under any known head of emotion” (p. 120). One of the first attempts at characterizing musically induced emotions empirically goes back to Weld (1912), who had eight music students listen to phonographic records of a selection of 24 pieces, 3.5 to 4.5 min long. However, he found the emotions reported by his subjects to be so wildly heterogeneous that he threw in the towel, noting “it seems impossible from the data at hand to furnish a systematic classification of the moods which were experienced” (Weld, p. 283). A more successful attempt to develop a music-specific classification of emotions was undertaken by Hevner (1936). She developed the adjective clock—a circle consisting of eight clusters with 6 –11 supposedly acquainted adjectives in each cluster. It was called a clock because adjacent clusters were supposed to deviate slightly by cumulative steps until reaching a contrast in the opposite position—for instance, Cluster 2 “happiness” versus Cluster 6 “sadness.” Multiple other authors followed and further elaborated this taxonomy. In his 1964 review article, Rigg (1964) noted that “discrepancies in the use of terms are not sufficiently serious to prevent a comparison of the results of various research workers” (p. 429) and that “to those who may view this field as one capable of yielding only nebulous results, it may come as a surprise to find general agreement” (p. 429). This amounted to a judgment in defense of Hevner’s original conception.


In the early 1970s, Wedin (1972) proposed that emotions to music could be accounted for by three bipolar emotion factors: gaiety versus gloom, tension versus relaxation, and solemnity versus triviality. Drawing from the work summarized by Rigg (1964), first compiled a list of music-relevant affect terms, and, after applying factorial analyses of the ratings of three excerpts of music, concluded that musical feelings could be described along nine dimensions of affect. In the subsequent 2 decades, attempts to develop comprehensive taxonomies of music-induced emotion faded and were replaced by investigations focusing on specific aspects of emotional responses to music, such as thrills (e.g. Brown, 2007), strong experiences elicited by music (Gabrielsson, 2001, 2006), uses of music in everyday life or neuroimaging of emotion in music (Juslin & Laukka, 2007). The aforementioned research tradition made valuable contributions to an understanding of music-specific affects—for example, by pointing to the possibility that canonical emotion labels may not do justice to the emotions evoked by music. However, had little impact on current practices to study musically induced emotions.

First, earlier work on dimensions of musical affect focused on emotional characteristics of music as perceived by the listener (Rigg, 1964), where landmark studies. Listeners were not asked to describe the feelings that the music aroused in them. Rather, they were asked to describe the music in emotional terms. A more recent characterization of basic dimensions of musical affect beyond valence and arousal was also based on listeners’ perceptions of emotional connotations of the music, not on anything the listeners felt themselves (Laukka, 2007). It is possible to make character judgments on the basis of conventional characteristics without experiencing any emotion whatsoever. In the meantime, several studies have shown that felt and perceived emotions do indeed differ substantially. For example, Zentner and Scherer (2000) found that various kinds of positive emotions could be both aroused by music and perceived by music, but that negative emotions tended to be much more often perceived than felt. This finding has been supported by recent work showing that music rated as fearful or sad still tends to produce positive affect (Gabrielsson, 2002). 

Second, a systematic investigation of musically evoked emotions should, ideally, begin with a compilation of affect terms that represent the entire spectrum of affective states that can be experienced in response to music. Unfortunately, most of the early research reports left out critical information about the criteria of selection for musically relevant affect terms. These shortcomings could have led to an incomplete or biased compilation of music-relevant affect terms “Procedures followed for this purpose are not always explicitly described and are rarely, if ever, based on some theory, rather on the researcher’s own experiences and ideas and material used by earlier researchers” (Levitin, p. 20). 

A third limitation of previous work consists of the procedures used for data processing and validation. For example, most of the music-specific emotion clusters summarized in Rigg’s (1964) extensive review article were developed before advanced methods of scale and model building became a routine requirement for psychological research. Thus, classificatory decisions were primarily driven by subjective and semantic considerations, as illustrated in the following argument: “To the writer, it seems a mistake to put ‘agitated’ with ‘triumphant’ together because the former is unpleasantly toned while the latter is ‘happy’” (Rigg, p. 434). 

Other kinds of validity problems consisted of the use of highly selective samples of listeners and musical excerpts of music. For example, Wedin (1985) based his classification on ratings of three music excerpts provided by high school and college students. The fourth, and perhaps most important, limitation of the previous work in this area was a lack of interest in looking at the findings on music-related emotion from the broader context of general emotion theory and research. More specifically, emotional experience in music-listening contexts was not compared with emotional experience in nonmusical everyday-life contexts. As a consequence, the notion that music-related emotions might be of a special kind, requiring a domain-specific representation, remains unproven. In the light of the limitations of previous work failure to distinguish felt from perceived emotion, vague criteria for selection of affect terms, lack of methodological rigor, and the absence of contextualization of the musical emotions within the broader context of emotion research—it is not surprising that researchers have tended to ignore it, relying instead on basic emotion theory or the affective circumflex when studying affective responses to music. 

Our Purposed Studies
In upcoming series of studies we purpose studies reconsidered a domain-specific approach to music-induced emotions by (a) trying to avoid those conceptual or methodological pitfalls that undermined the acceptance of previous domain-specific models and (b) contextualizing our findings on musically induced emotions within other current models of emotion. 


We believe the overarching goal in the new studies should contribute to identifying emotions that are most (and least) frequently induced by music and by deriving and replicating a structural model of music-induced emotions organized into some sort of music pyramid with the aid of rigorous analytic techniques from the past found data, not disregarding any prior research. The first two researchers strongly indicated that an accurate description of musical emotions requires a more nuanced affect vocabulary and taxonomy than is provided by current scales and models of emotion. Particularly, the third research’s data supports our hypothesis that emotional responses to music are best accounted for by a domain-specific model of emotion; thus should be considered significant. 

From our research we came to a consensus, the most obvious differences between the current emotion components and those of the alternative models studied lies in the paucity of negative emotions. Recall that anger, fear, disgust, guilt, and so forth have major functions in the adaptation and adjustment of the individual to events that potentially threaten his or her physical and psychological integrity. When listening to music, however, people tend to become self-forgetful and somewhat detached from everyday concerns. A clear expression of this detachment is that dreamy was among the most frequent emotive responses to music in the current studies done by, Riggs (1964). As people move into a mental state in which self-interest and threats from the real world are no longer relevant, negative emotions lose their scope. How can we explain the case of sadness, then? In answering this question, two features of music’s sadness should be considered. One, in the current studies that were largely based on instrumental music, reports of felt sadness in response to music turned out to be relatively rare. Reports of sadness to music that are accompanied by a sad text may lead to higher reports of sadness, but such reports are inherently ambiguous. And two, it is far from clear whether everyday sadness is the same as musically induced sadness. Recent experimental evidence suggests it may not be (Rentfrow & Gosling, 2008). In everyday life, sadness tends to be experienced as an aversive state, one most people wish they could avoid. In contrast, people do not usually turn off the radio when a sad song hits the air. Nor do they regularly purge their CD collections of sadness-inducing albums. Consistent with this distinction, reports of music-induced sadness were usually dissociated from reports of its aversive components in the current studies. The most frequently reported sadness-like state in response to music was melancholic. On average, it was reported more than twice as much as the term sad and more than five times as much as the term depressed. Melancholic is a term that listeners may use preferentially to describe the distinctive character of the sadness feeling once the distress that accompanies its appearance in real life is removed. 


Levitin (1990) notes that when 

“feelings are made available to us isolated, backgroundless, and inherently limited in duration—as they are through music—we can approach them as if we were wine tasters, sampling the delights of various vintages. . . . We become cognoscenti of feeling, savoring the qualitative aspect of emotional life for its own sake” (p. 324).”

The wine-tasting metaphor would apply equally to positive and negative emotions. Thus, the particular coloring of consciousness that is characteristic of sadness and other negative emotions, when stripped from contextual, real world implications, is one that can be peacefully savored like the bitter taste of whiskey. Although the previous considerations offer an explanation for the relative scarcity of negative emotional responses and the presence of refined positive emotional responses to music, they do not account for the specific kinds of positive emotions identified in the current research. One possibility relates to the functions of music in both daily life and evolutionary history. One of the striking findings across studies in this area is the prominence that nostalgia occupies in the spectrum of music-induced feelings. This puzzling finding can be better understood in light of the functions that music serves in daily life. For example, one of the most frequently mentioned functions of music in daily life is as a reminder of a valued past event (Scherer, 2004). These findings not only suggest a link between functions of music and music-related emotion, but they also point to the mediating role of memory and imagery in musical emotion induction (Rentfrow & Gosling, 2008).

Also prominent in the list of musically induced emotions is love, especially as it appears in two different, though complementary, ways. Whereas the tenderness component in our classification relates to feelings of love, affection, and tenderness, wonder relates to the arresting qualities of music: feeling enchanted, charmed, dazzled, amazed. The latter feelings are of seminal importance to attraction and mating, thereby reminding us of Darwin’s (1871) evolutionary views on the emotions induced by music. In The Descent of Man, Darwin 

“observed that the sounds that some species produce during the mating season seem musical in that they resemble short melodic phrases or songs. Whereas the distal function is the propagation of the species, Darwin proposed, the proximal function of these musical vocal utterances is to call, charm, and excite the opposite sex” (p. 880). 


Current evolutionary theories of the origins of musically induced passions have expanded these views, including the notion that emotive vocal utterances were also used to express triumph over mating rivals and as a means of territorial defense. Hence, the emergence of a power factor in the current model could also be related to evolutionary mechanisms. Although these views are speculative and unlikely to provide a complete answer to the kinds of emotions felt in response to music, they attract increasing interest and may ultimately provide valuable insights into differentiation of musically evoked emotion (e.g. Levitin, 2006).  “Awe…,” although an emotion that is sometimes cited in the context of music and other arts (e.g.. Rentfrow & Gosling, 2008), seems to be lacking in the current classification. However, this absence may simply be due to the lack of a French word for “awe”. In substantive terms, transcendence (e.g., feeling overwhelmed, inspired) and wonder (e.g., feeling moved, admiring) are both related to the English awe. Of interest is that the current musical emotion factors do not include a direct equivalent for happiness in a general sense. Rather, musically induced happiness either takes the form of bliss to enchantment—as in wonder— or takes the form of joy combined with a curious, yet universal “affordance” of music: its tendency to elicit motor entrainment—as in joyful activation (see Clayton, Sager, & Will, 2004).

Peacefulness and tension turned out to be further important classificatory units of musically induced affects Peacefulness and relaxation seem an obvious affective consequence of the prototypical mental state of the music listener— one in which there is a certain detachment from the “real” world with its physical and psychological threats. The factor tension lends itself to two possible interpretations. In the influential writings by (Laukka, 2007), surprise, tension, and relief were the principal musical emotions because harmonic, rhythmic, and melodic progressions create expectations that are fulfilled or violated (see Huron, 2006, for a modern elaboration). However, like other researchers (Laukka, 2007), we found to be among the more important musical emotions. This inconsistency may be linked to a listener’s musical expertise: “An unexpected shift in tonal key or melody, while evoking surprise in the music expert, may induce a thrill or a sense of wonder in the nonexpert auditor” (Levitin, 2006). A second meaning of tension relates to irritation. We hypothesis that irritation or anger in reaction to music is most likely to arise when people are exposed to music they fail to understand, dislike, or even abhor. A good case in point is heavy metal music, which is generally thought of as a prototype of aggression-inducing music. However, heavy metal music does not evoke anger in people who identify with it; only listeners who do not like heavy metal show elevated levels of anger when listening to it (Krumhansl, 1997). The general absence of fear in the spectrum of musically inducible emotions will surprise some readers. However, when people refer to the fear-inducing capacities of music, they usually think of sound tracks in thrillers. Because in the thriller or horror movie, the content of the narrative and the music are hopelessly confounded, it is impossible to know whether the music acts as producer, as amplifier, or as neither. In addition, the wide diffusion of sounds accompanying thrillers may easily have led to fearful reactions occurring, not because of the sounds themselves, but because of a learned association and because “attacks of anger and rage that have been associated with the temporal lobes” (Laukka, pp 76). Hence, although fear and anger reactions to music may occasionally be driven by the inherent qualities of the music, more typically, these emotions arise from conditioning (fear) and from violation of certain tastes or attitudes (anger). 


To conclude our analysis of the current musical emotions, it is important to remember that these are not sharply distinct or even mutually exclusive experiential categories. Rather, the intercorrelations indicate that these emotions tend to occur in a blended manner most of the time. For instance, although wonder may be experienced in response to a great variety of music, this feeling might be blended with tenderness in a gentle Mozart Andante, with nostalgia in a Chopin Nocturne, and with transcendence in a Bruckner symphony. In theory, the existence of such blends should make it more difficult to reliably distinguish between emotions. This concern has been voiced in the past to advocate the use of basic emotions I the study of music. Crude as these emotion categories may be, they ensure satisfactory integrated agreement, which could not be obtained from more nuanced emotions (Juslin, 1997). However, the findings from Levitin’s, “This is your Brain on Music” portray a different picture: It appears that the aptness of the domain-specific scales to the phenomenon to be judged ensures relatively high levels of agreement despite the subtle differences between musical emotions.


A measurement device for this model if created successfully we imagine can be of great value to a fast variety of individuals. On a practical level, a measure that provides a nuanced assessment of music-induced emotion may be useful to all professionals interested in evaluating the emotional effects of music—among others, computer technicians producing software that synthesizes emotional music, neuroscientists studying the neural mechanisms underlying music-induced emotion, music therapists monitoring their patients’ emotional responses to music, or film industry professionals evaluating the particular emotional atmosphere  evoked by various pieces of music. On a theoretical level, the finding that the range of music-evoked emotion goes beyond the emotions typically captured by global models of emotion challenges the field to expand its traditional borders into new territories of emotional experience. In the following sections, we review the findings in more detail and consider their implications for the field. We feel strongly for research into the musical field. According to Epstein, “People exhibit broad, stable tendencies to respond in certain ways across situations”(Davis, Paladino 484).  Each time someone hears a type of music he will respond with stable tendencies that are specific to each situation. Despite all of the negative influences from music including profanity, anger, sex, and drugs music is very important in our lives because it exercises the brain. Listening to music involves thinking, memorization, and emotions. Music is what will keep people stable and sane.
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