








266 The meaning and significance of music

certain system of sounds as Western tonal music must share to & greater or
lesser degree in a common body of knowledge as to the emotional meaing
of specific melodic contours as well, However, while the many illustrative
examples of musical motifs that convey the same emotions are certainly
intriguing, we do not yet have evidence that musical meaning is intrinsic.
It is possible that music is inherently neutral and conveys no specific emotions
in itself. Certain musical conventions for conveying emotion may have
developed over time among composers, who continue these traditions
Listeners may learn these conventions through habitual music-lyrie pairings
in vocal and program music that eventually generalize to instrumental music,
The question of whether music has intrinsic meaning, rooted in physical
principles, remains an interesting proposition and has proved to be quite
difficult to put to empirical test (cf. Grabriel, 1978),

How performers communicate emotion

The examples of how emotions are expressed thus far have focused solely
on elements that can be seen in a notated score. However, an important
characteristic of music performance is that the performer can deviate from
the notated score in ways that communicate a certain expressed emotion, and
this emotion may differ strikingly from the emotion that would seem to be
conveyed by the notated score, In chapter 11 we discussed the ways in which
performances can be expressive; here we focus on the link between performe-
ance expression and communicated emotion, Borrowing an earlier theory
from vision, the Brunswickian ‘lens’ model, Patrik Juslin (1997, 200N
proposed that the expression of emotion from performer to perceiver involves
the manipulation of a set of independent expressive ‘cues’ by the per-
former. Figure 14.2 shows a schematic of Juslin’s *lens’ model of emaotional
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Figure 14.2 *Lens’ model of emotional expression (Juslin, 1997, 1. 394),
Sowrce: Reprinted with permission from the University of California Pross
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expression in music. The task of the performer is thus to take an intended
emotion and to ‘encode’ the emotion using a set of appropriate values across
all cues, Thus, a performer may choose to slow down or speed up tempo, may
choose to make a note louder or softer, and so on. The listener, when pre-
sented with these cues, can recognize an emotion by ‘decoding’ the cues. Even
when performers differ in how they interpret a particular piece, for instance
when adding ornamentation (¢laborations on the melody) in their own way,
listeners are generally successful at recognizing intended emotions (Timmers
& Ashley, 2007). Note that this model says nothing about whether an emo-
tion is actually induced — again the focus here is on the expression of
emotion,

S0 what cues do performers use? In summarizing the results of various
studies, Juslin (2001) adopted the ‘circumplex’ model of emotion (Russzll,
1930}, which plots emotions across two dimensions — arousal {relating to the
amount of energy in a musical passage) and valence {relating to expressing
positivity versus negativity). A simplified version of his figure is shown in
Figure 14.3. The upper right quadrant summarizes cues associated with high
arousal and positive valence — ie, joy.' The upper left quadrant is also
positive in valence but peaceful — these are calm emotions. To the left of
Figure 14.3 we see performance cues associated with negativity. In peneral the
cues a performer uses reflects the kind of physical activity a person would
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{Juslin, 2001, . 315).
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engage in when feeling that emotion. Thus, happiness is associated with high
energy but a quick (staccato) touch, sorrow (lower left) is associated with a
kind of musical lassitude, as realized by a tendency toward slow and quiet
performances. This similarity in the expression of emotion across musical
and nonmusical contexts was further elaborated by Tuslin and Laukka (2003)
who suggest that there is a general connection between expression of emotion
by the voice and expression of emotion in music, Or, in their words, “music
performers are able to communicate basic emotions to listeners by using a
nonverbal code that derives from vocal expression of emotion’ (p. 775). By
this account, the expression of happiness in a performance is associated
with greater energy than a sad performance because a person experiencing
happiness tends to feel more energetic and would be likely to produce vocal-
izations that bear out this state.

Felt emotion in music

The research summarized above suggests that music may express or represent
emotion in whole musical works as well as through specific musical features,
But can music also induce moods or emaotions in the listener? And if music is
able to bring about emotions, do listeners experience the same moods or
emotions — or do these *felt emotions’ vary widely between individuals? This
fundamental question links with our discussion in our previous chapter on
the emotivist-cognitivist problem, The idea that music expresses or represents
emotions but does not elicit real emotions is consistent with the cogritivist
position, while the view that music induces emotions in listeners has been
characterized as the emotivizt position (Kivy, 1990).

Self-reports of physielogical vesponses

A study carried out some years ago by psychologist John Sloboda (1991} and
reviewed in a more recent collection of papers (Sloboda, 2005) examined the
relationghip between structural and dynamic properties of music and reports
of physical reactions germane to emotional experience. Participants were
asked to recall pieces of music to which they remember having experienced a
physical-emotional reaction (such as tears or shivering) upon listening to it,
and to identify specific parts of the music that provoked these reactions. Such
reactions are considered to be part of the ‘physical expression’ aspect of
emotions, according to the standard psychological definition given earlier.
Three groups of physical responses to music were identified as ‘tears’ (e.g.,
lump in the throat, crying), ‘shivers’ (e.g., chills down the spine, goose bumps)
and ‘heart’ (e.g., a racing heart),

Sloboda then painstakingly collected musical transcriptions of the pieces
of music the participants had spontaneously recalled in response to the task,
identified the specific location and feature of the music that provoked the
emotional reaction, and drew links between the specific features in the music
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and the recalled physical-emotional responses. The aims of the study were
similar to Cooke's study discussed previously, but the focus was on emotions
induced, as opposed to expressed, by the music —and the design of Sloboda’s
study was empirical.

‘“Tears" and ‘shivers’ responses were by far the most commonly reported
physical manifestations, whereas ‘heart’ responses were more rarely reported.
“Tears’ were most often provoked by melodic appoggiaturas and certain
melodic or harmonic sequences; ‘shivers” were mainly provoked by a new or
unprepared harmony; and ‘heart’ responses by such musical features as a
sudden dynamic or textural change or an event occurring earlier than antici-
pated. Sloboda has also amplified the scope of this study in a subsequent
investigation of reports of bodily reactions to jazz and popular music
{unpublished findings, reported in Sloboda, 2005, p. 210). Both self-report
studies suggest that listeners do indeed have strong emotional and physical
responses to music, and that the musical elements that seem to trigger these
responses can be identified with some degree of consensus among listeners,

Sloboda delved into some detail in deseribing the structural and dynamic
properties of the music that provoked physical reactions: *What seems to
characterize [the opening passage of Albinoni's Adagie for Strings] and other
“tears”-provoking passages, are the successions of harmonic tensions or
dissonances which are created and resolved within a structure which has a
high degree of repetition and implication-realization’ (pp. 210-211). As noted
above, the structural dynamics of the passages that produce ‘shivers” are quite
subtle. Sloboda suggests that the key factor is that an event is expected at
one level, while it is unexpected at another. Here Meyer’s (1956) general thesis
relating violation of expectations to emotional expressivensss (as discussed in
the previous chapter), and the predictions of Narmour’s Implication-
Realization model (described in chapter 7) seemn to fit the results.

The guestion of the generalizability of these findings across different styles
of music has yet to be determined. In the unpublished study by Sloboda
mentioned earlier, listeners tended to give combined physical reactions (e.g.,
reporting that they felt two or all three of the emotions simultaneously) to
popular and jazz music. Perhaps more importantly, as far as we are aware,
Sloboda’s (1991) study has not yet been extended to other musical cultures.
The question of whether these specific reactions are to be found in those who
listen to the gamelan music of Java or the raga-based music of India is still
to be investigated, so far as we know. While other studies (such as research by
Ballkwill and colleagues, discussed earlier in this chapter) have shown that
listeners can identify emotions broadly in unfamiliar music, we do not know
whether the links between particular musical features and specific emotional
responses would be similar to Sloboda’s findings. We would not necessarily
expect the actual contours and other characteristics of emotion-inducing
tusic to be the same in all musical cultures. In an informal classroom
demonstration of Indian musical performances which were supposed to have
emotional effects, one of the authors (RH) found that listeners moved by
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Sloboda’s examples had no coherent reactions to the playing of a raga by
Vilayat Khan.

Peripheral physiological responses

Sloboda’s study was based on self-reports of intense responses to music, but
is there objective evidence that listeners actually experience these emotional
respomses? One phenomenon that has been shown in several studies to
correspond with specific physiological changes is the ‘chill® response which
refers to *a sudden, arousing reaction that is accompanied by goose bumps,
shivers, or tingles in the spine’ (Guhn, Hamm, & Zentner, 2007, p. 473),
similar to Sloboda’s ‘shivers’ cluster. For instance, in Guhn and colleagues’
study, reported chills coincided with particular patterns of heart rate and
increases of skin conductance. An analysis of the musical passages that
tended to elicit chills showed that they shared some common features: Chills
tended to occur during slow movements, when a solo instrument emerged or
became distinct from the accompaniment, when there was an increase in
loudness or a swell in the music, often also an expansion of pitch range, and
when the harmeonic progression was unusual or unexpected,

What about more specific felt emotions — do our bodies undergo physio-
logical changes when listening, for instance, to music that induces feelings of
happiness or sadness? To address this question, we turn to psychologist Carol
Krumhansl’s (1997} rescarch, which compared self-reports of felt emotion
with peripheral nervous system responses to music.

In Krumhansl’s study, six musical selections were presented to partici-
pants: These comprised the three opening minutes of performances of
compositions by Gustay Holst (Mars from The Planets), Antonio Vivaldi (La
Primavera from The Four Seasons), Tomazo Albinoni (ddagie in G Minor),
Modest Mussorgsky (Night on Bald Mountain), Samuel Barber (Adagio for
Strings, Opus 11, and Hugo Alfvén (Midsommarvarka). One group of
participants was asked to indicate the degree of sadness, fear, happiness, and
tension they were experiencing as they listened to the music, by adjusting a
slider on a computer. After listening to each excerpt, they were also asked
to rate how they felt while listening to the music on a set of 13 scales repre-
senting emotions such as ‘afraid,” ‘angry,’ ‘anxious,’ and ‘surprised.’ These
13 emotion dimensions were selected as they were relevant to the three basic
emotions (sad, fearful, and happy) to which the study was directed.

The other group of students listened to the same six musical excerpts while
their physiological responses were recorded by polveraph. Among the
measures used were heart rate, blood flow, breathing, and temperature and
dampness of skin; changes in these personal bodily attributes are the usual
physiological responses to situations in which a person experiences one of
the ‘somatic’ emotions. After each excerpt, they also completed the set of
13 rating scales.

The measures of felt emotions taken during listening revealed that the six
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musical selections induced three distinet emotions: The Albinoni and Barber
excerpts yielded high ratings for sadness, the Holst and Mussorgsky for fear,
and the Vivaldi and Alfvén for happiness. (The ratings for tension correlated
with all three emotions, which suggests that tension may be influenced by
each of thess emotions.) In general, the physiological Itﬂa.diﬂgﬁ a.}so diﬁ‘e;ed
systematically for these pairs of excerpts, incilicﬂtlng emﬂt:!ﬂn-spemﬁc
physiological responses corresponding to the emotion of the MUSic. The two
measures that were taken while listening to the music {emotion judgments
indicated by the slider and the physiological measures) were also correlated
with each other, although the magnitude of the correlations was gmall.
As both of these measures were taken on a second-by-second basis for the
duration of each excerpt, the correlations reflect the correspondence between
movements of the slider and changes in the physiological measures. .In
general, slider movements along the ‘sadness’ dimensi?n corlnaqunded xﬂth
changes in cardiac and electrodermal systems, “fear” dimension with r%an:!m-
vascular changes, and ‘happiness’ dimension with changes in respiration
measures (p. 349). .

Krumhansl’s (1997) findings show that ‘not only do llst:?nei's vsrbal%}r
report emotional responses to music with consideral:fle consistency, music
also produces physiological changes that correspond with tht? type of musical
emotion’ (pp. 350-351). She concluded that ‘the ph}rmcr]u_gn_cal Ieﬂ‘ects
of miusic observed [in this study] penerally support the emotivist vIEwW of
musical emotions” (p. 336). The findings also point to the dynamic nature .Gf
musical emotions. Few correlations were found between averaged physio-
logical measures and the ratings on the 13 se].f-rep?n scales taken after each
excerpt was played, suggesting that musical emotion may not be well cap-
tured in a single ‘snapshot’ reading after the fact. Its dynamic and temporal
character may be more faithfully represented in measures taken across
time as the music unfolds.

Neural bases of emotional responses to music

Krumhansl’s study showed that listening to music can induce emotions
which correspond with specific physiological changes in the bm?l}r. W!’-at,
if anything, happens in the brain as a mood or emotion state is elicited
by music? R

There is as yet not much neuroscientific research on emotions induced by
music. One line of research pursues one of the reasons suggested for_ w&r we
listen to music — namely, the idea that music offers some kind of intrinsic
reward for our nervous system, like a piece of cheesecake or a mfiler—cl:o_asFtr
ride (cf. Huron, 2003; Pinker, 1997}, These statements might seem to trivialize
the meaningful experience many of us have ‘Gf music, but never_the}ess 1_:he
“appetite’ of our current population for music suggests that music listening
has an almost addictive quality (Huron, 2003; Levitin, 20[}61, People often
report that listening to music makes them feel good, lifts their mood, and can




272 The meaning and significance of music

trigger emotional reactions of unusual intensity and even transcendent
experiences (see Gabrielsson, 2001, on “strong experiences’ with music). Not
surprisingly, music appears to have an impact on the brain’s reward centers,
For instance, evidence from an fMRI study suggests that consonant musical
intervals (which are pleasant and harmonious to the ear) stimulate a region of
the orbitofrontal cortex (interior relative to the region shown in Figure 4.2),
which is associated with reward and reinforcement (Blood, Zatorre,
Bermudez, & Evans, 1999; see also Mitterschiffthaler, Fu, Dalton, Andrew,
and Williams, 2007 for a similar result with longer musical excerpts). By
contrast, dissonant intervals increase activity in the parahippocampal gyrus, a
region that has intricate connections to the amygdala, the brain’s “warning
center.” Further evidence of the role of the amygdala as a warning center
extending to music comes from a study showing that removal of the amy-
gdala (to prevent seizure) leads to a reduced ability to recognize “scary’ music
(Gosselin et al., 2003),

Interestingly, the data yielded by the study by Blood and colleagues
(1999} did not show any difference in the responsiveness of the auditory
cortex to consonant or dissonant music, Could it be that differentiating
musical emotions does not involve the use of our primary auditory system? If
the anditory system does not respond to musical differences that influence
emotional response, then perhaps there is a dissociation between our ability
to experience emotions and our ability to perceive music. Although cognition
and emotion have traditionally been separated in psychology, more recent
thinking tends to consider these functions as interdependent {e.g., Damasio,
1994), One might even consider the ability to perceive music to be a
prerequisite for emotion.

Contrary to this intuition, however, Isabelle Peretz and colleagues (Peretz
& Gagnon, 1999; Peretz, Gagnon, & Bouchard, 1998) have identified cases in
which brain damage disrupts the ability to perceive and remember music, but
does not disrupt the ability to identify the emotion that music is intended to
communicate. For example, upon hearing the melody ‘Happy Birthday’
without Iyrics, patient IR said ‘T don’t know that tune but it sounds happy’
{(quoted in Peretz, 2001, p. 116). The two individuals in the cases reported by
Peretz and colleagues (Peretz & Gagnon, 1999; Peretz et al., 1998) had suf-
fered severs damage to the auditory cortex, but not to orbitofrontal regions
thought to mediate emotional responses (as in Blood et al., 1999). In each
case, the individual suffered severe deficits in the recognition of familiar
melodies and in detecting changes to melodies. However, both persons cor-
rectly labeled the emotion being communicated by music, and appeared to
experience that emotion themselves,

Application: The emotional power of music in film

We conclude this chapter by applying the topic of emotion in music to a
real-world context that has general relevance in our lives: the role of music
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in film. In the context of film music, not only is an external idea supplied as in
the imaginative title or synopsis in program music, but concrete visual images
accompany the music within the context of a story line and fictional char-
acters. Under these conditions, does music still carry emotional weight and
meaning of its own, ot i3 the emotional meaning driven primarily by the
powerful moving image? 1
Mousic has always played an important role in motion pictures. Even ‘silent’
films were not silent; before the advent of sound films, music supplied by live
musicians masked the sound of noisy projectors and restless audiences, and
broadly underscored the general mood and actions shown on screen. Since
the introduction of sound films in the 1920z, the soundtrack has played an
increasingly important role in contributing to the immersive quality of '1:"l|l'ﬂ.
Film sound is not contained in a flat, two-dimensional screen of a prescribed
size, as are film images (Chion, 1994). Thus, sound adds ‘a third dimension®
to the film experience as the audience is immersed in an ‘envelope of sonor-
ity." The viewers gaze at a rectangular screen to which most conscious atten-
tion is directed, but are surrounded on all sides by sound. While watching a
character fleeing from imminent threat during a heavy downpour, as viewers
we hear the sinister heavy breathing and accelerating footsteps following right
behind us, while the roar of rain showers surround us on all sides. Sound thus
places the viewer in the center of the experience, rather than as a spectator
(Droane, 19800, . :
Music has the power to further immerse the viewer by hmgh@1ng
emotions. It is no surprise, therefore, that the research on film music has
largely focused on its emotional impact (Cohen, 2001). While the ‘f:ugnitivist-
emotivist’ problem has also emerged as a topic of debate in the discourse on
film music (see Smith, 1999), it is generally assumed that film music can both
express and induce emotion, Both effects may heighten the auc‘:lienlca’s atten-
tion to onscreen events, In a dramatic demonstration of emotion induction,
for instance, Thayer and Levenson (1983) found that physiological responses
to a graphic film about industrial accidents were significantly stronger when
the film was paired with a *horror’ soundtrack than with more neutral
‘documentary’ music. ,
Music that expresses emotion has also been shown to intensify the
perception of the emotional content of images. For example, ]Sn]ivar, Cghan,
and Fentress (1994) paired ‘aggressive” or ‘friendly’ music with filmed inter-
actions of (real) wolves that were either friendly or aggressive. Overall, I':hc
apgressive interactions were rated by viewers as significantly more aggressive
than the friendly interactions. However, within the aggressive and friendly
interactions, the music either increased or reduced the perceived degref:‘ of
aggressiveness or friendliness in ways that were congruent with the emotion
expressed by the music.
The soundtrack and images do not always mirror each other with respect
to emotion or mood. Often, the relationship between sound and images in
film is ‘empathetic’ (congruent with the emotions portrayed on screen); a hot
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pursuit is usually accompanied by the ‘chase music’ that the audience has
come to expect. In other cases, the soundtrack may be ‘anempathetic’ — o
seemingly indifferent —~ to the emotion or mood of the scene. After the
horrific murder takes place in the classic shower scene in Alfred Hitcheock’s
FPsyeho (1960), the sound of the running shower continues ‘as if nothing had
happened’ (Chion, 1994, p. 9). As Chion has observed, anempathetic music
can create the effect ‘not of freezing emotion but rather intensifying it (p. 8).
In some cases, the music and scene may be sharply juxtaposed, In Steven
Spielberg’s Minority Report (2002), two characters make their way through a
shopping mall in a rather tense chase scene, accompanied by the gentle song
‘Moon River’ playing over the speaker system inside the mall. (We shall
return to this film again later in this discussion.)

Boltz (2004) has proposed that information from images and music that
are juxtaposed in mood may be encoded separately, as opposed to being
processed in an integrated fashion. She found that memory for the details
about a film scene and the accompanying music were significantly poorer
when the images and music were mood-incongruent than when they were
matched for mood. Further, when viewers were instructed to focus only on
the images or the music, incidental learning occurred in the other mode
but only for mood-congruent films It is possible that mood-congruent
information provided in more than one sensory modality is more likely to be
integrated into memory as a unified whole than cross-modal information that
is moad-incongruent.

Film music can also wind up tension and heighten emotions by subtly
influencing the aundience’s interpretation of the unfolding storyline. Vitouch
(2001) showed a fairly neutral and open-ended scene from Billy Wilder's film
The Lost Weekend (1945) with one of two soundtracks, and asked partici-
pants to describe what they thought would happen to the characters after the
excerpt ended. Viewers were more likely to give positive or ambivalent story
comtinuations if the scene was accompanied by the (original) Rézsa sound-
track, and more negative story continuations if shown with Barber's Adagio
Jor Strings, a piece found in previous research (including Krumhansl's 1997
study described earlier) to induce ‘sad’ or ‘melancholic’ emotions. As Cohen
(2008} has proposed, “the audience is constantly synthesizing a story, a work-
ing narrative, derived jointly from sensory information and hypotheses or
expectations based on long-term memory’ (p. 443), and “cues from music as
well as from the other sources of information contribute to the working
narrative’ (p. 444), A full explanation of other sources leading to the working
narrative can be found in Cohen’s discussion of her congruence-
associationist model (Cohen, 2008; see also Marshall & Cohen, 1988, for the
original formulation of the model).

Different soundtracks may also lead to different assumptions about more
subtle details within this working narrative, such as the intentions of a char-
acter or the nature of the relationship between characters (e.g., Boltz, 2001;
Bullerjahn and Giildenring, 1994). In Boltz’s (2001) study, for instance,

-
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participants who saw a scene accompanied by music conveying a ‘positive’
mood were most likely to interpret the relationship between two characters in
a scene as harmonious or romantic. Participants viewing the same scene with
music conveying a ‘negative’ mood, on the other hand, were more likely to
infer that one character would harm the other. Positive music also led to more
positive descriptions of the male character’s traits (e.g., kind, loving, protect-
ive), while more negative personality descriptions were ascribed to the male
character (e.g., deranged, evil, manipulative) when the same scene was
accompanied by negative music. Similar results have been yielded in studies
investigating the effect of different musical soundtracks on the interpretation
of the behavior of animals (Bolivar et al., 1994, discussed earlier) and even
the atiributes of geometric shapes (Marshall & Cohen, 1998) in short films.

While many studies have shown that changing the soundtrack can affect
perceptions of onscreen images, more subtle manipulations of the sound-
track can also have surprising effects. For instance, Tan, Spackman, and
Wakefield (2008) examined the effects of presenting the same piece of music
diegetically and nondiegetically. The diegesis refers to ‘all that belongs . . . to
the world supposed or proposed by the film’s fiction’ (Souriau, quoted in
Gorbman, 1987). Thus a fast music soundtrack accompanying a car chase
would be nondicgetic, while a juke-box playing in the background during a
bar-room brawl would be diegetic as it is supposed to exist within the fictional
world inhabited by the characters,

‘Siu-Lan Tan and colleagues (2008) selected the scene described earlier from
Spielberg’s Minority Report (2002), showing a man and woman moving hur-
riedly through a shopping mall, accompanied by an orchestral rendition of
Henry Mancini’s ‘Moon River.” As shown in Figure 14.4, the relationship
between the two characters and their situation iz rather open to interpretation
for those who have not seen the film. Indeed, the findings showed that parti-
cipants interpreted the scene differently — depending on whether the music
was presented diegetically or nondiegetically. Those who watched the diegetic
music version (music coming from inside the mall) judged the scene to be
more tense and suspenseful, and perceived the relationship between the two
characters to be more antagonistic, hostile, and ill-intentioned than those
who watched the nondiegetic music version, On the other hand, participants
who saw the rondicgetic version (consisting of the sume mrusic but presented
as a dramatic score, external to the world of the characters) perceived the
male as experiencing less fear, less excitement, and less romantic interest in
the other character. It is possible that Mancini’s gentle ballad "Moon River’
was perceived as incidental to the scene when it sounded like mall music
playing within the environment of the characters, but as a commentary on the
situation unfolding on screen when presented as the dramatic score. The
participants had been told that the aim of the study was to examine how
viewers interpret film characters’ emotions, so the effect occurred even when
they were mainly attending to the screen images as they would in a theatre.

In the Tan et al. (2008) Minority Report study, a third version of the same
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Figure I4.4 Six images from Mirority Bepor? (DreamWorks and Twentieth Centu
Source; Please see reference list under director’s name for information.
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film sequence was also created, using ‘chase music’ from a John Williams film
score accompanying a tense chase scene. At the end of the study (when it was
finally revealed that the soundtracks had been altered in some conditions),
participants were shown all three versions. Most of the 245 participants
thought the ‘chase music’ was the original music that accompanied the
scene — most likely as it was congruent with the apparent mood of the screen
images. Interestingly, only if Spielberg’s original (diegetic *Moon River’)
version was shown first were participants more likely to correctly identify it as
the one used in the actual film. It is notable that although most participants
thought the ‘chase music’ originally accompanied the scene, Spielberg’s
choice of music (the diegetic ‘Moon River” soundtrack) yielded the highest
tension ratings for both mood of the scene and relationship between the
characters - suggesting a masterful director’s intuition for music that might
not be the expected choice but would most intensify the scene!

Music may not even need to be presented simultaneously with a scene in
order to influence viewers' interpretations. In another study, Tan, Spackman,
and Bezdek (2007) paired film excerpts that featured a solitary character
(showing no strong emotion) with nondiegetic music that had been previ-
ously shown to convey ‘happiness,’ ‘sadness,” ‘fear,” or “anger.” (Still frames of
a few of the film excerpts are shown in Figure 14.5.) The music was played
before ot after a solitary character entered and exited the scene, while linger-
ing shots of the character’s face and full body were shown without music.
When asked to choose their own words to describe the character’s emotion,
participants tended to provide emotion words that corresponded with the
emotion of the music - even though the music was not played simultaneously
with the character. When asked to complete rating scales to convey the char-
acter’s emotions, participants’ ratings reflected a somewhat more complex
mixture of emotions, but again the highest ratings for the ‘sadness,’ fear,” and
‘happiness’ scales were yielded for the films with the corresponding
music-emotion soundtrack. The Tan et al. study showed that music not only
influences interpretation of simultaneously shown images, but may even
influence interpretations of previous and forthcoming scenes (see also Boltz,
Schulkind, & Kantra, 1991).

In some cases, music may convey something of emotional import that is
not shown on the sereen. For instance, past and future events not present in
the accompanying scene can be represented in film through the use of feit-
motifs, a term borrowed from Wagner’s operas, referring to a recurring theme
that through association comes to represent a character, idea, or event
throughout a work, The skillful use of leitmotifs is well llustrated in John
Williams® original score for Star Wars (Lucas, 1977), a film that has aptly
been referred to as an epic ‘space opera.’ Leitmotifs for Darth Vader, Luke,
Leia, and Obi-Wan Kenobi, among others, are introduced and deftly inter-
woven with each other into the rich orchestral score, often at emotional high

points. In one scene, for instance, young Luke watches the double sungset at
Tatogine. In composer John Williams’ words:




Ozon, produced by Olivier Delbosc and Marc Missonier, actor is Charlotte Rampling, Three Colors: Blue (CAB Productions,
1993), directed by Kreysztof Kieslowski, produced by Marin Karmitz, actor is Juliette Binoche; and Diva (Les Films Galaxie,

1981), directed by Jean-Jacques Beineix, produced by Claudie Ossard, actor is Wilhelmenia Wigzins Fernandez.
Sources: Pleage gee reference list under director’s names for information. This figure appearcd in Music Percepiion, 25, p. 140, reprinted with permission of

Figure 14.5 Tmages from three films used in Tan, Spackman, Bezdek's (2007) study: Swimening Fool (Fidélité, 2003), directed by Frangois
University of California Press.
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Originally, I scored the scene with Luke’s theme. When George Lucas
heard it, he asked if I could replace it with Ben's theme [Obi-Wan
Kenobi]. George’s fecling was that since Luke dreamed of leaving
Tatogine and becoming an adventurous spacepilot [like Ben), Ben's
theme is better in that context.

{Quoted in Kendall, 1993)

Luke’s thoughts and emotions are subtly suggested through the music,
transtorming a quiet, reflective scene into a more emotionally powerful one,
While leitmotifs are usually woven into the dramatic (nondiegetic) score, a
notable use of a diegetic leitmotif oceurs in Pirates of the Caribbean: Dead
Man's Chest (Verbinski, 2006), in which Davy Jones plays a pipe organ in a
climactic destruction scene. The emotional resonance of this scene is intensi-
fied as the theme he performs in this grand gesture is his own leitmotif, which
was played throughout the film on a musical locket. Lexmann (2006, p. 112)
points to an interesting example of the use of a nondiegetic motif. Although
nondiegelic sounds are not supposed to be heard or sensed by the characters
as they do not exist in their fictional world, the main character in Robbe-
Grillet’s 1968 film The Man Who Lies is apparently frightened of the recur-
ting sound of a small drum in the dramatic score, responding as if it conjures
up the image of a machine gun. Here, the interplay between diegetic and
nondiegetic is surprising, and sugpgests a character who may be alternating
between the real and the imagined.

Musical tension-resolution in the musical soundtrack, as discussed in the
theories of musical structure in chapter 7 and Meyer’s theory in chapter 13,
may also have an impact on the perception of the structure of the film. For
example, a study by William Forde Thompson and colleagues showed that
film excerpts are judged to have ended with greater closure if accompanied by
a musical soundtrack that resolves to the tonic (e.g., ending on a C chord if in
the key of C) than if the music remains unresolved (Thompson, Russo, &
Sinclair, 1994), Further, the effects are stronger for tonally closed music with
a clear metrical structure and ending on a strong beat. A striking example can
be found in the second and third films in the Wachowski brothers’ The Mar-
rix trilogy, scored by Don Davis. The final scene of The Matrix Refoaded
(2003} ends with an unresolved progression of dramatic chords that leaves the
audience hanging, whereas its sequel The Matrix Revolutions (2003) ends
with a dominant-to-tonic cadence that gives the final scene a strong sense of
closure. There are also films in which a new piece of music beging during the
last moments of the film and proceeds seamlessly through the end credits (all
the films in The Bowrne trilogy: Liman, 2002; Greengrass, 2004, 2007), and
those in which the music and closing scene end or fade together (the Ameri-
can flag in Saving Private Ryan; Spiclberg, 1998) giving a stronger impression
of finality. Thus the role of music on the emotional and dramatic impact of a
film is evident up to its final closing scenes.

As we have seen, music provides a rich conduit of emotional
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communication to the film audience, apart from the information contained iy
the images, dialogue, and other sounds. Film music is not relegated to the role
of simply mirroring or intensifying the effects of the screen images, but can
contribute meaning of its own that advances the narrative, juxtaposes with
the scene, reframes our perceptions of preceding scenes and creates expect-
ations about upcoming scenes, conjures up ideas and images that may not be
present on the screen, and signals whether the story is resolved or remaing
open-ended. Although viewers often do not conscicusly attend 1o the
‘unheard melodies’ of cinema (Gorbman, 1987), the emotional force of the
film score — in part through its power to convey and induce emotion — influ-
ences the interpretation of images and unfolding narrative in subtle but
powerful ways.

Coda

What musical features of Simon and Garfunkel’s ‘Bridge Over Troubled
Water’ are the grounds of a judgment on the emotional content of the pieca?
What does it mean to be emotionally ‘moved’ by this song — does it entail an
intellectual recognition of the emotions represented in the music? Does it also
involve a bedily emotional response? What emotional impact would this sONg
have on someone who does not understand the words? This chapter examined

the emotional significance of music. From a converpence of empirical studies

employing many methods including self-report, physiological, and neurosci-
entific methods, we have observed the profound impact of music on emotion.
Even when attention is shared among several sensory modalities as in the
viewing of an opera or film, the emotional power of music in its ability to
represent, express, and induce emotion is clearly manifested. Still, questions
remain concerning both the way in which music induces emotion, and the
degree to which music’s effect is emotional in the classic psychological sense,
For instance, the mediating effects of things we associate with music from our
past experience have not fully been distinguished from the effects of music
itself (cf. Koneéni, 2008).

One issue that emerges from these questions is whether the emotional
significance of music for one cultural group persists when that music is
presented to a different group. More generally, one might question whether
the structural conventions that have emerged in Western music are shared
among other cultures. To this point we have summarized a few studies in the
present chapter that address musical experiences across cultures. In the next
chapter we address the issue of culture more directly, by surveying the case
for and against ‘musical universals,” and by reviewing some of the research
that has aimed to understand human musicality on a global scale.




