
sf^-^m >— >.ii.iiii»n i m m ^ R iiiiHi. . T c r 



CONCATENATING SOUND AND ACTION 

by 

MICHAEL PHILLIP KRISTIANSEN, B.A 

A THESIS 

IN 

SOCIOLOGY 

Submitted to the Graduate Faculty 
of Texas Tech University in 

Partial Fulfillment of 
the Requirements for 

the Degree of 

MASTER OF ARTS 

Approved 

May, 1990 



f)k!})-'?LOi 

/JO. / ( 
CoP.% 

ACKNOWLEDGEMENTS 

I express here my deepest gratitude to Professor Alden 

Roberts for having directed this thesis and for having 

allowed me to infiltrate his fall 1989 introductory 

sociology class in a quest for obtaining experimental 

subjects. I am also grateful to Professors Evans Curry and 

Arthur Follows for their insightful and invaluable 

suggestions and criticisms, particularly on theoretical 

matters. I am also indebted to Professor H. Paul Chalfant 

and to the Department of Sociology at Texas Tech University 

for having allowed me to photocopy materials essential to 

the completion of this study. My appreciation extends, 

additionally, to Professor Wayne Hobbs and to the Texas Tech 

University School of Music. Without their cooperation, this 

thesis might never have been realized. Finally, I express 

my thanks to Professors George Lowe, Charles Chandler, 

Charlotte Dunham, Margaret Elbow, Alan D. Shinn, Robert 

Deahl, and to all the participants in the experiment for 

"concatenating sound and action." 

11 



TABLE OF CONTENTS 

ACKNOWLEDGEMENTS ii 

LIST OF TABLES v 

I. INTRODUCTION 1 

The Sociology of Music 1 

II. BREWING ALTRUISM FROM SOUND 3 

Sound, Action, and Contingency 3 

Sound, Action, and Emotion 5 

III. A REVIEW OF LITERATURE 10 

Emotion in Sound 10 

Emotion in Action 20 

Emotion Between Sound and Action 29 

IV. CONCATENATING SOUND AND ACTION 

(AN EXPERIMENT) 35 

Method 36 

Results 41 

Discussion 43 

V. TERMINAL NOTES 47 

WORKS CONSULTED 56 

APPENDICES 

A. VARIABLE LABELS FOR COVARIATES 63 

111 



B. TABLES 65 

C. SURVEY QUESTIONNAIRE 70 

D. CONSENT FORM 73 

E. MOOD QUESTIONNAIRES 76 

IV 



LIST OF TABLES 

1. ANALYSIS OF VARIANCE FOR ALTRUISTIC RESPONSE 66 

2. MULTIPLE CLASSIFICATION ANALYSIS FOR ALTRUISTIC 
RESPONSE 67 

3. ANALYSIS OF VARIANCE FOR MINUTES OFFERED 68 

4. MULTIPLE CLASSIFICATION ANALYSIS FOR MINUTES 
OFFERED 69 



CHAPTER I 

INTRODUCTION 

The Sociology of Music 

This work seeks to explore potential connections 

between music and human action. The nature and purpose of 

such exploration makes this study less typical of 

sociological inquiries, for here is a study which does not 

lend itself to clear classification under any of the more 

traditional areas of sociology (viz., marriage, the family, 

gender issues, deviant behavior, poverty, criminology, and 

so forth). Because music is an art, some would submit that 

sociological investigations involving music be classified 

under the general category of the sociology of art; however, 

music possesses certain properties (which will be discussed 

later) that distinguish it—in certain respects—from the 

other arts, and thus make its separate classification 

reasonable. 

In considering a sociology of music, it might be useful 

to consider the social function of art in general (as it 

relates to society). Hugh Duncan (1959) offers that 

"[sjince society exists in and through communication, and 

that communication is carried on in symbols given final form 

by artists, we must study art if we are to study 

society...." Max Weber wrote of the "disenchantment of the 



world . . . in rationalization through calculation" (Duncan 

1959). In regard to that notion, it is reasonable to 

consider examinations of "what new kinds of 'enchantment' 

are replacing the old" (Duncan 1959), and such replacement 

is most evident in the arts (particularly in music). A 

general description of a sociology of music, according to 

John Mueller (1959), is presented below: 

A sociology of music . . . comprises innumerable 
individual increments of specialized 
contributions: taxonomic collection of data, the 
sociology of aesthetic norms and folkways, the 
permissive social order in which music has its 
being, stratification of taste groups, typology of 
producers and consumers of music, the occupational 
interest groups, the interrelation of music with 
other social institutions, social change, the 
methodological presuppositions of research 
procedures, and a score of other research 
problems. (p. 636) 

In sum, then, this work's raison d'etre lies in the 

aforementioned perceptions and estimations. It is true that 

a sociology of music has not yet been comprehensively 

developed; however, the author suggests that this work is 

significant, for it may stimulate such development and 

contribute to an eventual establishment of a distinct, 

"new," specialized area of study in sociology. 



CHAPTER II 

BREWING ALTRUISM FROM SOUND 

Sound, Action, and Contingency 

Music embraces successions of pitches; life embraces 

successions of actions. Tchaikovsky's Symphony no. 6 in E 

minor, op. 74 (Pathetigue) can be viewed as a succession of 

pitches; a national revolution can be viewed as a succession 

of actions. These conceptions of Tchaikovsky and of 

revolution are admittedly crude, but they are purposely so 

to illustrate a point. Suppose that one had the power, for 

example, to reset time to a point before Tchaikovsky wrote 

his sixth symphony. Would the symphony be written again in 

exactly the same way (note for note) as it is known today? 

Imagine that the first movement of the symphony had been 

lost or destroyed upon completion. Would the rewrite of the 

movement and the remainder of the symphony be identical to 

the current version? What if time were reset to the 

beginning of the American Revolution . . . would history 

replicate the British loss? The answers to these queries 

would most appropriately be in the negative. To press this 

historical issue just once more, if this paper were to be 

lost at the end of this sentence, it would most definitely 

not be identically rewritten. The prevailing theme in this 

entire line of thought is contingency, for rarely, if ever, 

does a composer know exactly what notes will fall where in 

his score, and rarely do warring parties know exactly what 
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will happen and when in their war. Simply phrased, 

contingency pertains to the multiple outcomes or 

consequences that are possible for individual events (for 

example), depending upon the conditions surrounding those 

events. In reference to music, while the other arts might 

entail contingent aspects in their creation, they do not 

incorporate those aspects in quite the same way as music 

does. 

All the outcomes in music are ultimately influenced or 

determined by a variety of choices. Each note delineates, 

to some extent, depending upon the goals and intentions of 

the composer (for example), the range of notes from which 

the next note may be selected. The change of even a single 

note or phrase in a composition could therefore result in a 

change of the portion of the composition following that note 

or phrase (or perhaps even before such note or phrase). 

Essentially, the progression of a musical composition is 

guided by the composer's choices from among myriads of 

possibilities. A parallel can be drawn here with society: 

a change of one action or condition in society could elicit 

a change in events following that action or condition. 

Societal progression is guided, influenced, or determined by 

choices which, for example, norms or culture cast for that 

progression. Such progressions, as well as the other 

"natures" or "essences" of society (change, structure. 



dynamics, and the like), are defined here as the "life" of 

society. 

Music resembles society's life—or any other life for 

that matter—because, like life, music flaunts a panorama of 

tensions, pressures, and unforseen or unanticipated changes. 

Contingent aspects may consequently be seen, then, with 

respect to both music and life (i.e., with respect to sound 

and action), and the intricate role contingency plays in 

both might be why some have suggested that music is the 

perfect metaphor of life (whether the life is that of 

society or of an individual). The difference between music 

and life is that life is not an art form; at least, we do 

not deliberately structure it (although some will try) in 

artful ways (Follows 1988). 

Sound, Action, and Emotion 

One of the distinguishing characteristics of music is 

that never does it express anything verbal or pictorial, for 

it is unable to do so (at least, not as words or pictures 

do). Visual representation does not inhere in music, and 

neither does narrative, for that is the domain of literary 

language, and such language refers to external objects or 

phenomena; music refers to itself. Music can, however, 

entail and connote emotionality. 

Music is . . . a highly articulated sensuous 
object, which by virtue of its dynamic structure 
can express the forms of vital experience which 
language is particularly unfit to convey. 



Feeling, life, motion, and emotion constitute its 
import. (Langer 1953, p. 53) 

It is the emotional aspect in music on which a principal 

focus of this study is centered. 

Empirical evidence confirming that emotionality resides 

in music's essence is not difficult to encounter (Crowder 

1984, Nakamura 1984, Clynes 1986). Given that evidence, it 

is not unreasonable to conclude that music has the capacity 

to communicate or reveal emotions (for example, empathy or 

joy). The degree to which such emotionality can be 

successfully communicated and profoundly "contained" within 

music is in some proportion to how developed the music is in 

terms of melodic complexity, rhythmic patterning, formal and 

textural complexity, and other objective aspects, as well as 

subjective aspects, such as performers' interpretations of 

musical pieces (variation in voice inflection may serve as 

an example here). Let it be known, however, that an 

equation of emotion, or of any other effect music might 

elicit, with music itself is neither argued nor intended. 

All that is being argued is that, as an art, music may 

divulge to its percipients something previously unknown to 

them (see Langer 1953), and in so doing, may evoke or imply 

emotionality. 

In considering human response to music, emotional 

sensitivity is a cardinal factor. It is posited in this 

work that, depending upon the extent to which one's 

emotional sensitivity is developed, one will perceive the 



varying degrees of emotionality in the different genres of 

music at varying levels. The more developed one's emotional 

sensitivity is, the more probable it is that one will 

perceive more profound emotionality in music across 

different degrees of development within a broad range of 

musical work. There is no argument here excluding the 

possibility that a "heavy metal" enthusiast could never 

perceive or form intellections of empathy (for example) in, 

say, a Bartok concerto. The point is, rather, that such an 

occurrence would be less frequent in comparison with more 

sophisticated listeners (defined here as listeners with 

taste for the matter in Western art music). Regarding 

musical preference, the definition in this work is that it 

is the genre of music, relative to other musical genres, of 

which one wearies last. The genre or style with the least 

likelihood of eliciting boredom, discomfort, or disinterest 

is one's "true" musical preference. A connection between 

musical preference and emotionality is that sophisticated or 

developed music (as determined by the characteristics 

mentioned earlier) will have more "surprises, more creative 

melodic lines" (see Simonton 1980), and thus, a more intense 

capacity to hold the listener's interest. Given that 

connection, given the thoughts that have been presented on 

emotional sensitivity in humans, as well as the position 

that emotion is connoted or evoked in music—and that 

emotion performs a significant role in helpful or altruistic 



behaviors [Batson, O'Quinn, Fultz, and Vanderplas (1983), 

Baumann, Cialdini, and Kenrick (1981), Hoffman (1981)]—the 

principal proposition for this study is derived: the more 

developed the music is that one prefers, the more likely it 

is that one might be helpful or altruistic [Bimberg's (1987) 

conclusion provides some rationale for this proposition]. 

Persons with more developed emotional sensitivity will have-

-it is reasonable to suggest—more developed sensitivities 

for individual emotions or emotional states or reactions 

[empathy and contentment may serve as two examples; although 

they are only two emotions of the entire emotional cluster 

that is present in human behavior, they are mentioned for 

their potential roles in helpful or altruistic behaviors; 

see Batson, Batson, Griffitt, Barrientos, Brandt, 

Sprengeleneyer, and Bayly (1989), Fultz, Batson, Fortenbach, 

McCarthy, and Varney (1986), Eisenberg, Miller, Schaller, 

Fabes, Fultz, Shell, and Shea (1989), Eisenberg (1983), 

Hoffman (1977), Hoffman (1981), Hoffman (1982), Rosenhan, 

Salovey, and Hargis (1981), and Rushton (1982a); see also 

Fried and Berkowitz (1979)]. Just as someone with highly 

developed emotional sensitivity might experience profound 

emotionality in a Beethoven symphony, that same person might 

also be as likely to feel similarly about not assisting 

someone else in need (e.g., consoling a child whose scoop of 

ice cream has fallen off the cone, lending one's only 

automobile to a friend for a day, or helping an elderly 
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person across a street). Although there are almost 

certainly many details that have been left unexplained or 

uncited, the general logic of this section should be 

adequate to communicate why the author believes that a link 

between music and helpful action exists. 

In the following section, a series of studies provides 

some support for the theoretical lines of reasoning derived 

in this section. It is important to remember that this work 

is an exploratory study; thus, some of the following 

investigations are not directly related to this study's 

primary objective, but to the premises underlying the 

rationale used to develop that objective. 



CHAPTER III 

A REVIEW OF LITERATURE 

Emotion in Sound 

If the study of how music effects emotionality in human 

behavior in some ways and not in others is to be successful, 

or even possible, it is necessary to identify and isolate 

any emotional states or conditions that music effects in 

human behavior with some uniformity. Manfred Clynes (1986) 

has encountered some success in such work and calls 

attention to "essentic forms," which are "specific 

emotionally expressive, dynamic, spatio-temporal forms 

biologically programmed into the central nervous system for 

the expressive communication and generation of emotional 

qualities" (Clynes 1986; see also Clynes 1969). "Essentic 

forms . . . appear to be genetically preserved . . . . They 

have been isolated for a number of emotions, and function in 

various sensory modes, including touch and sound" (Clynes 

1986). Clynes (1986) notes also that "essentic form may be 

represented through various parameters in culturally 

determined modes." Important in Clynes' work is the 

cultural determination in essentic form manifestation. In 

this work, emotional sensitivity is equated with essentic 

form. That is to say, the two concepts are equated in that 

emotional sensitivity is the behavioral manifestation of the 

physiologically based essentic form. In the previous 

chapter, the author wrote of degrees of development in 
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emotional sensitivity. The ease, comfort, or willingness 

with which an individual exhibits emotional sensitivity, and 

the intensity or level to which that sensitivity is 

expressed, is determined in part by the culture in which the 

individual lives (socialization processes included). Clynes 

does not mention the idea of development with respect to 

essentic forms, but if cultural influences can alter 

behavioral components of essentic forms, to speak of 

development in such forms is not irrational. Consider an 

instance where, in one society, gender role distinction is 

stressed, where men do "manly things" and women do "womanly 

things," and in another, such distinction is less 

determinate and androgynous attitudes are not discouraged. 

In the former society, it would not be mad to assume that 

males—on the whole—would exhibit an emotional sensitivity 

different in sphere, relative to that sphere that might be 

characteristic of male emotional sensitivity in the latter 

society. In other words (at the very least), the 

development or scope of emotional sensitivities in the two 

societies would be dissimilar. Let this example serve as an 

illustration of how emotional sensitivity can vary across 

different patterns of socialization, however complex and 

intricate those patterns might be. If one accepts the idea, 

then, that it is possible for persons to have emotional 

sensitivities varying in degrees of development (i.e., 

breadth of scope), one can also accept the notion that 
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individuals can perceive the presence of emotional qualities 

in external stimuli in varying degrees. Phrased 

differently, as the level of a person's "emotio-sensitive" 

development rises or falls, so will that person's capacity 

to perceive emotionality in an external stimulus rise or 

fall. 

The external stimulus of interest in this work is 

music. Consequently, it is necessary to establish that 

music has emotional qualities from an empirical perspective 

in order to lend credence to the thoughts presented in this 

study's second chapter. Again, Clynes (1986) supplies 

valuable information: 

. . . a melody has direct access to engender the 
emotional quality in the listener without the need 
of auxiliary symbolism. It can touch the heart as 
directly as can a physical touch. A caress or 
exclamation of joy in music needs not to be 
consciously translated into a touch caress, or a 
physical "jump for joy" to be perceived as of such 
a quality. It does so directly through perception 
of essentic form. (pp. 185-188) 

The mode in which essentic form in music has been measured 

is for 

. . . a musical composition . . . [to be] thought 
by the subject in real time as if singing or 
performing it. The physiologic output chosen is a 
transient finger pressure . . . . [T]he subject 
presses on a pressure transducer with his finger 
and records the pulse which corresponds to the 
type of movement that would occur if he were to 
conduct the piece . . . . To find meaningful 
essentic form in terms of the language of music, 
sensitive musicians were selected as subjects. 
Fifty pulse shapes (at approximately 1 sec.) are 
averaged with a CAT computer, for each musical 
piece. 
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It became clear that these shapes were related 
to the personality of the composer in a highly 
intimate manner. It was found that with some care 
we could reliably determine pulse shapes, 
characteristic of individual composers, regardless 
of the particular piece chosen. No sound is used. 
The music is entirely thought. One thinks not 
about music, but the music. Only musicians 
capable of intimate understanding of the composers 
could produce their characteristic pulse shape.' 
(Clynes 1969, pp. 198,199) 

The citation above provides some degree of justification for 

the idea that music's import or essence cannot be 

represented in terms of a vocabulary or syntax (see Langer 

1957, p. 260) and that "feeling" is a chief mediating 

factor in music perception. Serving as a window through 

which feeling may be "seen" is essentic form, which, despite 

its neurophysiological foundation, is admittedly only "a 

shadow of a shadow" (Clynes 1969). (Of course, the fact 

that emotional states cannot be concretely and directly 

observed should be no more distressing than the fact that 

molecules cannot be so observed.) It is important to add 

here that a ". . . musical phrase is not interchangeable 

from one composer to another even if the notes are 

identical; for the internal musical pulse is not!" (Clynes 

1969, p. 202). The role of emotionality in music, 

therefore, is weighty, for "Essentic form[s] can and . . . 

[do] correspond to the experience of a particular emotion 

state . . . . [and] similar essentic forms have been 

isolated in various cultures for similar emotions" (Clynes 

1980). Clynes mentions that, while a feeling or emotion— 
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i.e., "sentic state"—"may be expressed by any number of 

different output modalities," its spatio-temporal form 

(graphic representation) will remain strikingly stable and 

relatively unchanged (see Clynes 1980, pp. 281-283). It is 

clear, then, that through his neurophysiological 

explorations, Clynes has pioneered the way for new 

possibilities for legitimate theorizing on emotion's place 

in music's quintessence. 

Dean Simonton (1980) provides a bold claim for 

emotionality in music stating that "we . . . have strong 

evidence that music expresses emotional states experienced 

by the composer." He did not arrive at that conclusion 

haphazardly. He analyzed 5046 themes from 10 composers 

(Bach, Handel, Haydn, Mozart, Beethoven, Schubert, Chopin, 

Wagner, Brahms, and Debussy). Although the "composers 

comprise only slightly more than 1% of the available pool, 

they are responsible for 39% of all music performed in the 

classical repertoire, and therefore they can be deemed to be 

highly representative of classical listening" (Simonton 

1980). One of the hypotheses Simonton tested in his study 

was whether biographical stress tends to "increase the 

amount of melodic originality in the themes that a composer 

creates." Support for the hypothesis was positive. Simonton 

writes: 

Thus, when a composer suffers deaths in the 
family, adverse economic conditions, or other 
personally stressful events, the melodies composed 
over the same time period tend to employ more 
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chromatic notes and more dissonant or extreme 
intervals between consecutive notes. Whether or 
not the composer does this consciously is open to 
discussion at this point. (1980, pp. 215-216) 

Regarding composers' intentions, this author echoes 

Simonton, to an extent, but cautions the reader against 

equating emotional states "expressed" in music with music 

itself (see Wimsatt and Beardsley 1954, Langer 1953, p. 

395) . 

On a different note, R.G. Crowder (1984) gives insights 

on the traditional "major-minor" distinction, revealing that 

"there cannot be the remotest doubt that for both trained 

and untrained listeners, isolated chords, played in random 

order and out of all musical context, produce connotative 

judgments in accord with the conventional happy/sad 

dimension . . . ." For those who take issue with the 

credibility of responses produced by pitch sequences played 

out of musical context, Crowder (1984, p. 6) relates a 

study where the researcher (Hevner 1935) took 

intact compositions and ...play[ed] each in both 
major and minor modes (for different subjects) 
with adjective and polar-scale ratings. The 
results were strong . . . and showed that the same 
piece was rated as more affectively positive when 
played in the major than in the minor version (see 
also Crowder 1985a and 1985b). 

Nigel Nettheim (1979) argues that whether a sequence of 

pitches is played in or out of a musical context is 

irrelevant; musical stimuli are "necessarily multivariate" 

and never "unadorned," for even if a stimulus is designed to 

facilitate the study of only one aspect of music (e.g., 
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melody), "all the other features (timbre, rhythm, etc.) will 

be present and operating at the same time, and must be taken 

into account." For Nettheim, even "atoms" of music posses 

all of music's attributes. Elsie Payne (1980) declares, 

simply, that "the primary appeal of music is an emotional 

one . . . ." Payne's research is actually of particular 

interest, for it counters the frequently offered "common 

sense" notion that personality is a significant factor in an 

individual's preference, taste, liking, or appreciation of 

music. She notes that personality might influence the 

molding of taste, but, with the definition of musical 

preference in this work, taste is incorporated as a 

component of preference and not as a separate concept. The 

musical preference definition used in this study finds some 

support in Simonton (1980): "Music with little melodic 

originality would soon wear thin [for sophisticated 

listeners (as described on p. 7)], whereas pieces with 

numerous unexpected twists would better withstand . . . 

repeated performances. . . . " The element of uncertainty in 

a piece is also related to the nature of emotional responses 

it might produce in the listener. Some elaboration on this 

matter is in order. 

Individuals exhibit wide variability with regard to the 

types of artistic stimuli to which they are routinely 

exposed. An individual who has grown up on a Texas farm, 

for example, would be likely to have a different range of 
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exposure to the magna opera of Western art music than would 

an individual who has grown up in Vienna. For the sake of 

illustration, let it be supposed that the Texan's exposure 

to such music is more limited and less varied than that of 

the Viennese. Let it also be supposed that the Viennese has 

more "general knowledge" about music (not necessarily formal 

knowledge), and let that knowledge function as an index of 

"musical sophistication." In such an instance, the Viennese 

would have greater musical experience and greater musical 

sophistication than would the Texan. Musical experience and 

musical sophistication are two components of what David 

Hargreaves (1984) terms "subjective complexity" and of what 

E.L. Walker (1973) terms "psychological complexity" 

(Walker's term will be used in this discussion as a matter 

of convenience). With Walker's term, the comparison between 

the Texan and the Viennese can now be expressed in terms of 

differing psychological complexities, the Texan's being 

lower than that of the Viennese. Hargreaves (1984), Heyduk 

(1975), and Walker (1973) have postulated, and provided 

empiricle evidence for, the notion that an individual's 

psychological complexity occupies a role in liking or 

preference for musical works. Forming a third component of 

psychological complexity is the "objective complexity" of an 

art stimulus. It is the interaction between an individual's 

psychological complexity and the "objective" or "structural" 

complexity of a musical composition that influences the 
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individual's final decision on liking or preference for the 

composition. Walker's (1973) rendering of this impression 

is that 

. . . the various stimulus attributes that have 
been proposed . . . to be motivationally relevant 
(i.e., novelty, stimulus complexity, uncertainty, 
arousal properties) may be subsumed under a single 
label, psychological complexity, which is defined 
as a mutable characteristic of an individual's 
encounter with an object, not as a distal property 
of an object. (cited in Heyduk 1975, p. 84) 

David Hargreaves (1984) continues the present thought by 

stating that "subjective complexity" (i.e., psychological 

complexity) 

is a function of the objective characteristics of 
the piece as well as of the musical experience and 
sophistication of the listener. If subjective 
complexity is too low, as in the case of a highly 
experienced subject listening to a very simple 
piece, liking will be low; if it is too high, as 
in the case of a naive subject listening to a very 
complex piece, liking will also be low. (p. 36) 

Forming a grand connection between the above citation of 

Simonton (1980) and the present discussion is a note by 

Ronald Heyduk (1975): 

Degree of preference for an event is postulated to 
be inversely related to the distance between the 
event's psychological complexity and an 
individual's optimal (preferred) psychological 
complexity level. Thus, an inverted U function 
should occur when a subject expresses preferences 
for a range of musical events including some that 
are more complex and others that are less complex 
than is optimal . . . . The current model proposes 
that both increases and decreases in liking may 
occur as a function of exposure, depending upon 
whether the repeated event is more or less 
psychologically complex than the individual's 
optimal level . . . . (p. 84) 

In summary, since as a consequence of 
repetition a given event is expected to undergo 
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simplification (i.e., become progressively less 
complex from the perspective of the organism), a 
prediction that event preference should show a 
single peak over a range of exposure frequencies 
is deducible from the prediction that preference 
is unimodally related to psychological complexity, 
(p. 85) 

Corroborating Heyduk's views, and bringing an end to this 

elaboration of Simonton's (1980) support of the musical 

preference definition forged in this work, are Rohner (1985) 

and Hargreaves and Castell (1987). 

While it would indeed be possible to provide yet more 

evidence favoring the optimal arousal model of preference 

championed by the researchers thus far cited, that evidence 

will remain unmentioned in this paper, for the main business 

of this investigation is to explore potential or possible 

connections between music and prosocial behavior, and to 

give further attention to supplementary matters would be 

imprudent. The author notes that only a skeletal 

justification for the presence of emotional qualities in 

relation to music, and for the nature of "mechanisms" 

related to musical preference, has been provided. The 

justification is nevertheless argued to be sufficient to 

dispel suspicions the reader might have concerning these 

issues as they have been designed in this work. Moreover, 

it is hoped that this section in general has lent verity to 

the idea of the existence—indeterminate as it may be—of 

"emotion in sound." What must be supported next is the idea 
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that there exist emotional qualities in relation to 

altruistic behaviors. 

Emotion in Action 

As it has been argued that an emotional aspect adorns 

music or music perception, so it will be argued that the 

same aspect adorns altruistic behavior. Although the case 

for emotion's province in such behavior is actually well 

founded, there has yet to be any universally accepted 

formulation on the specific emotions involved, if any, in 

motivating or guiding the behavior. There is also dispute 

in the scholarship over the definition of "altruism," and it 

is here that an important qualification will be made. In no 

part of this work is altruism treated as an individual 

entity, for substantiation of such treatment could prove 

impossible. Thus, to avoid the "semantic clutter" involved 

in framing altruism, the prosocial or "helping" behaviors 

mentioned or formulated in this study will be treated, at 

all times, as instances of altruistic comportments and not 

as necessary instances of altruism per se (i.e., whatever 

altruism is, it is included under the category of altruistic 

behavior). 

In CHAPTER II, empathy was specified as an emotion with 

a potential role in altruistic behavior. That specification 

is maintained in this investigation. There are, however, 

dissenting opinions, and some of them will be discussed, and 

in some cases critically reviewed, below. 
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Cialdini, and Kenrick (1976) and Baumann, Cialdini, and 

Kenrick (1981) contend that "...altruism is the functional 

equivalent of self-gratification." In another study, 

Cialdini, Baumann, and Kenrick (1981) argue that helping 

behavior acquires value through the socialization process; 

the authors again present their case in 1983: 

. . . altruism becomes, through the socialization 
process, a learned response involving self-reward 
. . . . the results of the present study can be 
interpreted as favoring the view that altruism is 
a hedonic response for the fully socialized 
individual (Baumann, Cialdini, and Kenrick 1983, 
p. 305). 

Other scholars, Batson, Bolen, Cross, and Neuringer-

Benefiel (1986), in exploring a similar region of the 

conceptual landscape on altruism, wish to distinguish 

between altruistic behavior, which is behavior motivated by 

the desire to help another as an end in itself, and behavior 

which is motivated by "egoistic, self-serving ends, such as 

getting peace of mind by avoiding shame and guilt." They 

add to their position that "the term altruism is not an 

alternative to egoism; it is a special form of egoism: when 

the rewards for acting prosocially are self- rather than 

socially administered." Also traveling along the egoism 

path are Batson, O'Quinn, Fultz, Vanderplas, and Isen 

(1983), and they propose a distinction between personal 

distress and empathy: personal distress is said to lead to 

egoistic motivation to help; empathy is said to lead to 

altruistic motivation to help. The authors note that 
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measures of distress and empathy are likely uncomplicated, 

for both emotions can be expected to be positively 

correlated since 

First, both emotions are evoked by witnessing 
others in need; so situational variables that 
affect the intensity of one emotion—for example, 
the severity, ambiguity, and proximity of the 
need—should affect the intensity of the other. 
Second, both distress and empathy are emotions; so 
both should be similarly affected by general 
individual differences in emotionality or in 
readiness to report emotion. Third, these 
emotions are typically measured by self-reports on 
adjective rating scales, with adjectives 
reflecting the different emotions intermixed. 
Using this form of measurement, response-set 
biases could easily produce a positive correlation 
between reports of the two emotions. (p. 707) 

While the above thoughts are not irrational, and are indeed 

logical, the design upon which they were tested is 

problematic. Batson and his associates increased the cost 

of helping in their study to a point where helping would 

presumably involve taking "relatively painful shocks" for a 

victim in distress. In so doing, they committed great 

folly, for most any helpful action might be made to seem 

egoistically motivated if the costs of helping are made 

sufficiently high, and the costs of helping in this study 

were so made indeed. There is thus no logic in profoundly 

raising the costs of helping behavior to test for an 

asserted distinction between egoistic and empathic 

motivation for prosocial action; "raising the costs of 

helping" is simply an ill-conceived and ineffectual measure 

of altruistic doings. Unfortunately, the difficulties for 
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Batson and his co-workers do not end here, for the 

experimenters operated from a model where helpful behavior 

involved the helper taking the place of a victim. The truth 

is that taking the place of a victim is only one way in 

which help can be rendered. Even in the case of "altruistic 

motivation," where empathy (for example) could be a 

principal mediator of action, to take the place of the 

victim is by no means the only type of help that could be 

given to a victim. The helper—out of empathy—could 

disable the agent(s) causing distress to the victim, and the 

motivation would be empathic. In such instance, there would 

be no logical reason for denying the possibility that such 

motivation could be a cause for an altruistic manifestation. 

Naturally, egoistic motivation would not be absolutely 

dismissed in this account. The point is that the task of 

determining what type of motivation is operant in a given 

situation is not an easy one to realize—and it might even 

be impossible. Batson and his colleagues truly stacked the 

deck in their study in favor of an egoistic-altruistic 

(personal distress-empathic) distinction between types of 

motivation for prosocial exhibition by employing their 

"taking the place of a victim" design. 

With regard to measurements or assessments of 

motivation in altruistic behavior in general, as well as of 

the definition of such behavior, Krebs (1982) and Rushton 
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(1982b) supply provocative insights. Witness the following 

citation: 

One of the major problems with behaviorally 
defined definitions of altruism is that they do 
not supply a- basis for distinguishing between 
altruistic forms of helping behavior and other 
(nonaltruistic) helping behaviors such as 
ingratiation, reciprocity, conformity, and 
compliance. Defined externally, behavior is 
ambiguous. The same behavior—helping and old 
lady cross the street, for example—could easily 
be part of a sequence of kidnapping and murder as 
an act of kindness. (Krebs 1982, p. 449) 

Krebs realizes that internal motivations may differ in 

"phenotypically similar behaviors." For that reason, he 

recognizes the argument in the psychological scholarship 

stating 

. . . that distinguishing among such behaviors in 
terms of their intentions and motives is more 
adequate than grouping them together in terms of 
their external appearance because the former 
approach supplies a more sophisticated (i.e., 
better differentiated) model of reality. (p. 
449) 

To strengthen his case favoring intentionality, Krebs writes 

that 

An objective and behavioristic definition of 
altruism would be "social behavior that achieves 
positive outcomes for another," that is, any 
behavior that produces a positive consequence.... 
this definition seems inadequate because it fails 
to make an important distinction—between the aim, 
goal, or intention of a behavior and its effects. 
It is difficult to imagine anyone arguing that a 
person who intended to kill another person but in 
the process shot a malignant tumor out of the 
victim's stomach (and therefore, in effect, helped 
the person) was behaving altruistically. (p. 
449) 
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The web Krebs has spun here seems strongly supporting indeed 

of an intentionalist orientation to altruistic behavior. 

The frame to which Krebs' web is attached, however, is weak. 

First, Krebs' logic follows only if one employs either his 

(Krebs') or an equivalent definition of objective and 

behaviorist altruism. Second, if ambiguities in the 

interpretation of altruistic comportments arise when 

observing overt behavior, those ambiguities would only be 

magnified by shifting emphasis toward the assessment of 

intent (Rushton 1982b), for intent is not observable and 

does not lend itself to non-controversial measurement. 

Rushton (1982b) has further reflections on this issue. 

. . . requiring some form of conscious intent to 
be part of the definition [of altruism] can be 
problematic. Are people who help others out of 
habit or impulse not behaving altruistically? Are 
severely mentally retarded persons who are not 
capable of cognitive reflection also incapable of 
aiding others? (p. 460) 

The points Rushton raises here are serious. 

It would appear, then, that proposing a less thetical 

approach to altruistic behavior would behoove a meaningful 

advancement of the altruism scholarship, and such is 

precisely the sort of approach with which Rushton agrees. 

Before leaving the consideration of intentionality, however, 

one final thought of Rushton's will be noted: "By defining 

altruism in terms of intent, the question of the 

determinants of altruistic behavior is answered by fiat 

(i.e., the intention to be altruistic)." The condition to 
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which Rushton alludes here is petitio principii (begging the 

question). Given this logical blunder, and given the 

abovementioned criticisms, it is evident that an 

intentionalist orientation (in terms of motivation—empathic 

or otherwise) towards altruistic behavior is broken-backed. 

Furthermore, to adhere to intentionality could lead one to 

intellectual quicksand, for, in the instance of prediction, 

the intentionalist model allows an observer to know what the 

consequences or implications of an altruistic act would be 

if the observer also knows the motivation for the act: a 

bold and ambitious allowance, this is, "for how do we know 

what facts we would find and what their implications would 

prove to be, before we have found them?" (argument and 

citation taken from Langer 1953, p. 38). The point here is 

that investigations appealing to motivation as an 

influential or deterministic factor in altruistic behavior 

cannot logically or justifiably be accepted prima facie. 

Following from this argument is that the studies cited in 

this section referring to motivational aspects, and other 

studies like them, should be seriously questioned on the 

grounds of theoretical insupportability. If such studies 

are indeed questioned, or at the very least, reexamined, the 

implications for the rationale in this work are favorable, 

for (1) the studies in this section were "non- or anti-

empathic" in their tenets regarding altruistic behavior and 

(2) several scholars who will be cited in this work in 

26 



support of empathy's relation to altruistic behavior are 

non-intentionalists. As stated earlier, this work maintains 

a sympathetic stance toward the presence of empathic 

sentiments in relation to altruistic behavior. 

There are many adherents to the idea that empathy is 

entertwined with altruistic behavior, and the positions they 

hold are often that empathy is a part of personality 

(Eisenberg, Miller, Schaller, Fabes, Fultz, Shell, and Shea 

1989) or of disposition (Hoffman 1981). In some cases, 

altruistic behavior in general (as perhaps mediated or 

influenced by emotion) is seen as a product of 

socialization, in which case altruism may be seen as "a 

developmental achievement" (Sharabany and Bar-Tal 1982). 

Sharing views that empathy is associated with altruistic 

behavior are Rushton (1982a, 1982b), Hoffman (1978, 1982), 

Eisenberg (1983), Fultz, Batson, Fortenbach, McCarthy, and 

Varney (1986), and Batson, Batson, Griffitt, Barrientos, 

Brandt, Sprengeleneyer, and Bayly (1989). Hoffman's (1978) 

account of empathy's association with altruistic behavior 

boasts " . . . evidence that people of all ages respond 

empathically to another person in distress, regardless of 

the empathy index used." In the same work, Hoffman states 

that "empathic arousal serves as a motive for helping." 

Excellent here is that Hoffman is careful not to say that 

empathic arousal i^ motivating, but that it serves a^ a 

motive for helping behavior; thus, he avoids logical and 
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theoretical devils in formulating his thoughts. Hoffman 

again expresses this non-equation between empathy and 

motivation for prosocial behavior when he writes, "empathy 

may provide the basis of altruistic motivation that 

encompasses sharing as well as helping" (1978). In 

addressing the issue of egoistic motivation, Hoffman (1981) 

contends that "at least in terms of conscious intentions 

empathic distress may not be an egoistic motive." 

More evidence to the disfavor of a hedonic or egoistic 

orientation toward altruistic comportment, and to the credit 

of an empathic orientation toward the same, may be found in 

the 1989 work by Batson, Batson, Griffitt, Barrientos, 

Brandt, Sprengeleneyer, and Bayly. The authors provide 

support for an empathy-altruism hypothesis, and find no 

support for a negative-state relief hypothesis. Other 

investigators, Fultz, Batson, Fortenbach, McCarthy, and 

Varney (1986), cheer an empathy-altruism liason in reporting 

"results . . . [that] are consistent with, and add to, the 

evidence suggesting that empathic emotion in response to 

another in need is a source of altruistic motivation to 

help." 

While points have been made to call attention to some 

of the complexities regarding the definition, the 

motivation, and the identification of possible emotional 

determinants of altruistic behavior, it should be rather 

clear that, in all cases, emotion is regarded as a paramount 
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factor in the behavior: this is precisely the notion that 

the author wishes the reader to have. It is true that there 

is research on altruism emphasizing positive emotions as 

chief mediators in helping behavior, and that there is 

research emphasizing negative emotions as having the same 

role (note Moore, Underwood, and Rosenhan 1973). In this 

work, only the "positive approach" will be considered. It 

should be understood, however, that the scholarship 

reporting negative emotionality as a signigicant player in 

prosocial behavior is not being discounted here. It is only 

because of the nature of the stimulus employed in the 

experiment designed to lend credence to all that has been, 

and will be, written here that positive emotionality is 

stressed (the experimental stimulus is music, and more often 

than not, music, even if not one's "favorite kind," tends to 

evoke positive feelings more so than negative ones). With 

this qualification having been made, reference will 

presently be given to the idea of how emotion may serve as a 

bridge between sound and action. 

Emotion Between Sound and Action 

It has been postulated that emotionalilty is related to 

music perception and that emotionality is entailed—albeit 

indeterminately—with altruistic behavior. What must be 

attempted now is a successful concoction of a case stating 

that the emotionality which music might produce in the 

listener can affect the probability that the listener will 
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exhibit helpful or altruistic behavior. The rationale 

behind such a case lies in the fact that an individual has a 

vast reservior of emotions, and the individual may 

experience any one or several of them, depending in part 

upon the stimuli to which one is exposed in different places 

or at different times. While there exists variability in 

emotional manifestation across persons—and across 

cultures—there are instances where uniformity in such 

manifestation is present. For example, to lose one's home 

would likely be a saddening experience for most persons, and 

to win a lottery would likely be a happy experience for most 

persons. Another stimulus that might evoke uniformity in 

emotional reaction is music. The emotions music may elicit 

or engender are likely positive ones, and such emotions 

might include empathy. Positive emotion and empathy, then, 

are posited as being commonly occurring emotions both in 

altruistic behavior and in music perception. If that 

position be true, it would be reasonable to suggest that 

when an individual becomes aroused with positive sentiments 

or empathy by a musical stimulus, for example, then it might 

also be true that, if subsequently stimulated with a 

possibility to respond to a distress call by some "victim," 

a situation which also entails positive emotion or empathy, 

the individual will respond altruistically. The claim here 

is perhaps radical, and it is one which might not at all be 

easy to support. Nonetheless, an attempt toward that end 
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will be made. Literature directly relevant to the matter in 

question here has proved to be scarce, and, at the present 

time, the author is able to relate only two pertinent 

investigations in support of his goals (a period of ten 

years or so forms the current main body of references). 

The first study, which is only tangentially related to 

this work, is one suggesting that music has effects on the 

affective states of listeners (Peretti and Zweifel 1983). 

The purpose of the study was to determine if musical 

preference would alleviate induced anxiety to any degree in 

experimental subjects. Specifically, the results indicate 

that music lowered levels of anxiety in subjects performing 

anxiety-arousing tasks. Subjects were given a pencil maze 

task to produce anxiety in them. Anxiety levels were 

recorded according to galvonic skin responses, then the 

subjects were asked to select music of their preference from 

among a collection of pieces representing five "musical 

genres." 

While a subject's presumed musical preference was 

playing, the subject was again given a pencil maze task (the 

same as that used in the first condition) and new anxiety 

levels were recorded. The process was completed for music 

majors and non-music majors at Kennedy-King College in 

Chicago, Illinois. "The subjects' anxiety levels decreased 

during task performance when the record of the musical 
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preference was played, regardless of the type of musical 

selection" (Peretti and Zweifel 1983). 

In their general discussion, Peretti and Zweifel 

suggest—though not directly or patently so—that (for 

example) rock music, while generally regarded as stimulative 

by the majority of the population, is not stimulative, but 

soothing and calming for the individuals who selected it as 

background sound while working on their pencil mazes. 

Implicit in such an interpretation is the idea that if a 

person selects something he likes (as was done in the 

Peretti and Zweifel study), the item he selects will lower 

his anxiety level. The authors interpret such an instance 

as a soothing/calming effect of the music chosen by the 

subjects (whether or not the music they selected would be 

considered as such by the population is purportedly 

unrelated to the study's results). This author disagrees 

with the Peretti and Zweifel interpretation and suggests 

instead that the subjects' chosen music produced a good mood 

in the subjects, and that the good mood, not the music per 

se, may account for the lowered anxiety levels observed in 

the Peretti and Zweifel study. [The "good mood" approach 

will be discussed later; see Moore, Underwood, and Rosenhan 

(1973), Rosenhan, Salovey, and Hargis (1981), Rosenhan, 

Underwood, and Moore (1974), and Fried and Berkowitz 

(1979).] Rock music is characteristically stimulating and 

lively, and it is important that the Peretti and Zweifel 

32 



findings are not used to distort the general characteristics 

of the various musical genres, although the discussion 

section of their study can easily lead to such erroneous 

conclusions regarding the nature of music and its effects. 

A second study, of which partial replication was 

attempted for this work, is one proposing that music can 

influence helpfulness. Fried and Berkowitz (1979) posited 

that music is one of the numerous things in the environment 

that can affect human action. The Fried and Berkowitz study 

ask[ed] whether music can influence, by altering 
their mood, the listeners' willingness to help 
others. A great many experiments have . . . 
demonstrated that people who feel good are 
especially likely to aid those in need . . . . 
However the good feeling comes about, apparently 
chances are that it will promote helpfulness. 
Pleasant music could therefore increase the 
chances that the listeners will aid others by 
improving their mood. (1979, p. 200) 

The two authors used music representing the "classical" and 

jazz styles, and a third selection was designed to act as an 

aversive sort of music. A no-music control group was also 

used in the study. The results of the experiment were that 

the "classical" group was most helpful, followed by the jazz 

group, the no-music group, and the aversive music group. 

The authors concluded that " . . . the pleasantly peaceful 

and relaxed feelings engendered by the soothing music [the 

"classical" pieces] were most likely to evoke the kinds of 

ideas that supported helpful behavior" (Fried and Berkowitz 

1979). 
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The results of the above experiment hint support for 

certain propositions (which will be listed in the next 

chapter) implicit in this study. A noteworthy difference, 

however, between the Fried and Berkowitz experiment and the 

one which was devised for this investigation is that Fried 

and Berkowitz concluded only that music could affect 

helpfulness in a subject upon the subject's hearing that 

music; this study hopes to successfully provide meat for the 

claim that music can actually shape and form general traits 

in persons which lead them to prefer certain styles of 

music, and thus manifest certain ranges in probability of 

exhibiting helpfulness. Other differences are that the 

experiment for this work employs five experimental groups 

rather than four, and more rigid measures have been 

integrated into the experiment's design. The experimental 

outline is given below. 
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CHAPTER IV 

CONCATENATING SOUND AND ACTION 

(AN EXPERIMENT) 

The objective of this experiment is to test for the 

verity in four propositions. (1) The more developed^ the 

music is that one prefers, the more likely it is that one 

will exhibit helpful or altruistic behavior. (2) An 

individual composition within a musical genre affects a 

subject who does not prefer that musical genre in a way 

similar to the way the composition affects a subject who 

does prefer the musical genre. (3) Differences in the 

degrees or intensities of altruistic or helpful behaviors is 

the result or effect of the interaction between music's 

capacity to elicit or evoke emotions conducive to such 

behaviors^ and an individual's capacity to sense or 

recognize emotionality in music. (4) Musical genres may be 

categorized according to their characteristic range of 

development (as suggested in note 3), with the 

categorization being able to serve as a predictor of 

likelihood of helpful behavior (greater development 

predicting greater likelihood of helpful behavior; lesser 

development predicting lesser likelihood of such behavior). 

Additionally, this investigation will serve to provide some 

verification of the results obtained from an experiment 

conducted by Fried and Berkowitz (1979). 
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Method 

Subjects 

Sixty-five male and female persons were distributed 

into five groups representing the five conditions of the 

experiment. Four groups were exposed to music, and one 

group was placed in a silent, no-music setting. 

Apparatus 

A stereophonic sound reproduction system was used to 

present the stimulus materials.* 

Materials 

These consisted of stereophonic sound recordings of 

four musical genres: Western art music ("classical"). Jazz, 

Popular, and Rock. All of the selections used in this 

experiment were instrumental, for the presence of a human 

voice in a musical work could affectively tint or influence 

the listener's reaction to the work and render an experiment 

using vocal music unreliable (see Langer 1957, p. 212). 

The selections were: Konzert fiir Fagott und Orchester B-

dur, KV 191 (Concerto for Bassoon and Orchestra in B flat 

major, K 191) [first movement only], by W.A. Mozart; Song 

For Bilbao, by the Pat Metheny Group; Local Hero and Daddy's 

Gonna Miss You, by the Yellow Jackets;^ and Hill of the 

Skull, Surfing with the Alien, and Satch Boogie, by J. 

Satriani (complete citation of the recordings from which the 
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selections for this study were taken appear in the WORKS 

CONSULTED section of this paper). 

Procedure 

Subjects were preselected according to musical 

preference as determined by the question "If you were placed 

in a setting where you could listen to one—and only one— 

kind of music, what type would you choose?"^ (see APPENDIX 

C). Sampling followed a quota style, the desire being to 

construct a group of 20 subjects for each experimental 

condition, with each condition having subjects representing 

all four of the musical preferences analyzed in this 

investigation. Because this experiment was exploratory in 

nature, and because the actual "distribution" of musical 

preferences in the population was (and still is) unknown, 

the author deemed quota sampling to be most appropriate for 

this study, since it was the purpose of this investigation 

to observe whether different altruistic tendencies among 

persons with different musical preferences even exist. 

In groups varying in size from 11 to 15 persons, 

subjects were seated in a room and asked to complete consent 

forms (see APPENDIX D). Upon the completion of the consent 

forms, the experimenter explained that the purpose of the 

experiment was to observe the emotions that music might 

produce in the listener, relative to the musical preference 

of the listener. A brief outline of the procedures to be 

followed in the experiment was then given. After the 
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experimenter discussed the procedures to come, he passed out 

the first of four mood questionnaires (see APPENDIX E). The 

purpose of the questionnaires was to provide a measure of 

the mood states in the subjects by means their responses on 

the questionnaires, according to scales arranged in five 

points, measuring either intensity or frequency of 

experience of the emotions listed on each questionnaire.^ 

All of the mood questionnaires contained an identical set of 

emotion-describing adjectives, but, beginning with the 

second questionnaire, the order of the adjectives was 

randomly changed in each questionnaire to prevent any 

influence or interference from short-term memory. On the 

first questionnaire, the first six adjectives were ones 

indicative of clearly positive moods. The next four 

adjectives were indicative of relatively neutral moods. The 

following eight adjectives were indicative of negative moods 

of a depressed and generally passive nature, and the final 

four adjectives were indicative of negative moods of an 

angry and more active nature (these descriptions have been 

taken from Fried and Berkowitz 1979). The adjective groups 

were preserved in the scrambling; what varied was the order 

in which the adjective groups were listed on the second and 

subsequent questionnaires, and the order in which the 

adjectives within each group were listed. The adjectives 

used in the questionnaires for this study matched those used 

in the 1979 Fried and Berkowitz study. On the first 
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questionnaire, the subjects were asked to indicate their 

present moods. The second mood questionnaire asked that the 

subjects indicate how frequently they experienced the 

emotions it listed. After completing the second mood 

questionnaire, the subjects were told either that they would 

listen to a bit of music, or that they were serving as a 

control group and would merely sit in silence. The musical 

exposures lasted between seven minutes and 48 seconds to 

nine minutes and 16 seconds, depending upon the musical 

selection being played. (The control group sat quietly for 

eight minutes and 30 seconds.) Before playing the music to 

the individual groups, the experimenter asked the subjects 

to pay close attention to how the music affected their 

feelings. It is believed that the request served as a 

"distractor" to help eliminate faulty results from the 

subjects trying to guess the purpose of the experiment. 

When the music or period of silence was over, the 

subjects completed the third mood questionnaire, which asked 

them to indicate their present moods in relation to the 

music to which they had just been exposed. The control 

subjects were simply asked to again indicate their present 

moods, as they had been asked to do on the first 

questionnaire. The final questionnaire asked that the 

subjects indicate how frequently they experienced the 

emotions it listed, in relation to the type of music they 

had just heard. The subjects were then informed that the 
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experiment was over, but rather than dismissing them, the 

experimenter asked a favor of the subjects. The following 

narrative was used:® 

You are all under absolutely no obligation whatsoever 

to comply with this request, but I have a favor to ask 

you. I'm working for a professor who has given me far 

too much work to do, and I need subjects for still 

another experiment which has nothing to do with this 

one. I can use as many volunteers as I can get, and 

for anywhere from 10 minutes to two hours if I'm to 

finish my graduation requirements by May, when I'll be 

leaving. If you volunteer, you'll be doing a personal 

favor for me since I can't arrange to offer you any 

kind of extra-credit in your classes or give you any 

other kind of payment either. 

The subjects were asked to indicate on a sheet of paper (the 

experimenter provided a sheet for each subject) whether or 

not they could participate in the second experiment. If 

answering yes, the subjects were asked to write down, in 

blocks of ten minutes, the number of minutes that they could 

participate in the new experiment. They were also asked, if 

answering yes, to write their names and telephone numbers on 

the papers so that the experimenter could contact them later 

about meeting times.^ Altruistic tendency or helpfulness 

would be measured according to the number of ten-minute 
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blocks the subjects indicated they could give for a second 

experiment. 

Because a deception was involved in this study, all 

subjects were debriefed on the complete purpose of the 

experiment shortly after the final experimental session had 

taken place, in accordance with the requirements of the 

university's Human Subjects Committee. 

Results 

Multivariate analysis of variance (MANOVA) was used to 

detect significant differences between the various 

experimental groups in terms of the dependent variables, 

"altruistic response" and "number of minutes offered." The 

variable "altruistic response" was measured according to 

whether the subject answered yes or no to the call for help 

issued during the experiment. The measure of the variable 

for the degree of helpfulness, "number of minutes offered," 

was based on the number of ten minute blocks that each 

subject volunteered for the second experiment. 

The measure for altruistic response yielded significant 

main effects for helping (F <.009); however, differences 

held to only to a moderate level for the musical preference 

variable (F <.10). There were no significant differences 

between males and females or between musical conditions in 

terms of the altruistic response measure (see TABLE 1 and 

APPENDIX A). The beta values for the main effects, which 

include the variables "sex," "musical preference," and 
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"musical condition," were .21, .38, and .34, respectively. 

The multiple R for altruistic response was .417 (see TABLE 

2 and APPENDIX A). 

The measure for degree of helpfulness, as determined by 

the number of minutes offered by each subject, revealed 

significant main effects (F <.05), with differences holding 

only for the musical condition variable (F <.05). 

Differences between males and females were moderate (F 

<.10). Under this measure, no significant effects were 

observed for the musical preference variable (see TABLE 3 

and APPENDIX A). The beta values for the main effects here-

-again composed of the variables, sex, musical preference, 

and musical condition—were .25, .22, and .46, respectively. 

The multiple R for the degree of helpfulness measure was 

.387 (see TABLE 4 and APPENDIX A). 

In reference to the emotions measured by the mood 

questionnaires, not one emotion, in terms of either 

intensity or frequency of experience, reached significance 

at or beyond the .10 level. The adjective groups of 

emotions were analyzed as individual variables, making for a 

total of 16 new variables, and only two of the variables 

were significant below the .10 level (see TABLE 1 and 

APPENDIX A). The two variables, however, play no part in 

the theoretical frame of this study, and their moderate 

significance is therefore of no consequence. 
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Discussion 

The data analysis for this study does not permit a 

conclusive decision to affirm or to reject the first 

proposition. It therefore remains unknown as to whether the 

degree of development of the musical genre that one prefers 

has any bearing on the probability that one will behave 

altruistically following exposure to such music. Part of 

the reason for which support in either direction for the 

first proposition is absent in the present study may be the 

fact that not every musical preference group was equally 

represented in across the experimental conditions. In fact, 

the jazz preference was completely unrepresented in the rock 

music condition. Individuals expressing a preference for 

"classical music" were also scarce, and representation for 

that preference group, like that of the jazz group, was 

marginal across all conditions. 

Unlike the first proposition, the second seems to have 

some support from the data. Regardless of musical 

preference, subjects responded similarly within each musical 

condition. The reason for which the second proposition is 

supported, however, is controversial. In this study, 

emotion is treated as the mediating factor in eliciting 

sentiments conducive to altruistic behavior, but because 

none of the relevant measures of emotion was signigicant in 

the data analysis, it is not possible to appeal to emotion 

as an influential factor in having shaped the altruistic 
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patterns produced in the musical treatments. Thus, an 

explanation that accounts for the data's support of the 

second proposition is not derivable from the results of this 

investigation. 

As for the third proposition, while the data 

corroborate, more or less, its possible truth, it is 

theoretically insupportable, for significance among certain 

of the emotion variables would be necessary to grant true 

support to the proposition with any degree of confidence. 

With regard to the fourth proposition, the predicted 

rank order of the degree (in terms of the mean number of 

minutes offered by each group) to which each musical 

treatment would elicit altruistic behavior was: (1) the 

"classical" group, (2) the jazz group, (3) the control 

group, (4) the popular group, and (5) the rock group. 

Actually, no explicit prediction was entertained for the 

rank of the popular group; its placement in the list above 

is justified merely by popular music's tendency to be 

classified as less unpleasant in comparison to rock music 

(this is only a guess). The actual outcome in the ranking 

of the musical conditions did not match the prediction just 

given. The resultant ranking obtained in this experiment 

was: (1) the jazz group, (2) the control group, (3) the 

classical group, (4) the popular group, and (5) the rock 

group. The only inconsistency of concern is the fact that 

the classical group placed third in the ranking. Of course, 
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the fact that the group represented only 20% of the sample 

might be a possible reason for the outcome. By the same 

thinking, however, the rank of the jazz group might also be 

explained by its scarce representation within the sample 

(only 15.4%). Given such disparate representation amid the 

different musical preference groups, it is no surprise that 

the data here are relatively inconclusive. 

Most unfortunate in this investigation is that not one 

of the emotions measured by the mood questionnaires reached 

significance in any of the musical treatments. At least two 

explanations are possible here: either (1) the 

questionnaire is an invalid instrument, or (2) the more 

rigorous design employed in this experiment with regard to 

the listing of the adjectives on the mood questionnaires 

eliminated what may well have been "artifactual findings" in 

the 1979 Fried and Berkowitz experiment. In light of the 

non-significance of all of the emotions measured in this 

study, a paramount theoretical factor in this study remains 

in limbo, viz., the role, place, or realm of emotion in 

music perception. The role of emotion's effects on music 

perception is simply indeterminate by the experimental 

results obtained here. Only an exact reconducting of the 

procedure outlined in this investigation (meaning in part 

that a full sample be obtained) can accurately divulge 

whether any of the propositions stated have credence or 

should be abandoned. That task will not be presently 
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undertaken by this experimenter, but if understanding of the 

emotional province in music perception is ever to be 

realized, the task must not be left undone. 
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CHAPTER V 

TERMINAL NOTES 

The above experiment was a near replication (in terms 

of procedure) of that performed by Fried and Berkowitz in 

1979. Differences between the present experiment and the 

1979 study are that the musical selections used in this 

experiment were different (in order to increase "ecological 

validity") from the ones Fried and Berkowitz used, and the 

design and method guiding this study were more rigorous than 

the design and method that guided the earlier study. The 

results of the present study do not reasonably support the 

Fried and Berkowitz data, and the reasons why this is so may 

be merely because of the differences stated above. 

Other experiments will need to be conducted to better 

test the role of emotional sensitivity in music and in 

altruistic or helpful behavior. Such experiments might be 

useful in building a case for music having the ability to 

mold general character traits in the individual, and thus in 

families (through socializing the young) (note Bimberg 

1987), as well as in society in general (through 

incorporating the mass media) (note Rushton 1982a). These 

notions might seem romantic, but their implications are 

serious. 

Had the experiment for this study been successful in 

lending credence to the stated propostions, there would have 

been reason to take certain socialization patterns 
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purportedly of potential benefit to society more seriously. 

An example of a socialization pattern or practice which 

could potentially plant a seed for a "better society" would 

be the greater exposure of individuals to art. If 

emotionality is indeed a player in art perception (a 

question that has remained unanswered in this study), then a 

greater exposure to art stimuli could evoke a wider range of 

emotionality in an individual than does the limited exposure 

to art stimuli that is more currently in vogue. After an 

exposure to a wide range of art from an early age, an 

individual's emotional sensitivity would presumably be more 

developed. With highly developed emotional sensitivities, 

society's members would be more likely to respond 

altruistically to one another's needs, cares, or concerns. 

Additionally, societal attitudes in general might be more 

liberal. Bimberg (1987, p. 9) offers the following 

thoughts: "Tests conducted over several years revealed that 

development of or change in attitudes is closely connected 

with the knowledge about what people think about music." A 

principal theme in Bimberg's article is that, with knowledge 

and education on modern music (cited as an example), 

individuals are less likely to judgmentally label music in 

negative ways, and acknowledge new music as art. More 

importantly, negative and narrow viewpoints about the world 

in general might tend to be curtailed. 
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Peery and Peery (1986) conducted a study with pre

school children, from four to four and one-half years of 

age, where one group was exposed to "classical" music, and 

another was not. The group which had been exposed to the 

classical music over a ten-month period was more liberal in 

its attitudes concerning a variety of musical styles and 

types. The group which had not been exposed to the 

classical music had begun to develop favorable attitudes 

almost exclusively toward "popular" music and not toward 

other music. (Note that the case here cannot be considered 

elitist, for, as stated, the classical group maintained 

liking for all styles of music.) At the beginning of the 

study, the children in both groups liked different sorts of 

muisic; at the end of the study, the non-classical group 

became more illiberal in its attitudes regarding music. In 

light of Peery and Peery's 1986 study, Bimberg's 1987 work 

may definitely have some merit (or perhaps it is the other 

way round). 

Nilsonne and Sundberg (1985) provide evidence for the 

idea that one's emotional sensitivity might be increased as 

a function of exposure to music in a study involving the 

detection of emotional states of recorded speech: 

"musically active individuals were more competent . . ."in 

their abilities to ". . . decode affective information from 

the fundamental frequency contour of fluent speech" 

(Nilsonne and Sundberg 1985). Wollheim (1980) presents 
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thoughts on the comprehension of art objects; implicit in 

his work is that if individuals are more experienced in 

dealing with art forms, they are likely to have more 

insightful thoughts regarding such forms. The importance 

here is that many persons do not have sufficient knowledge 

about the arts and consequently entertain rather narrow 

conceptions about what art is or should be. Such attitudes 

may easily carry over to worldviews in general. Another 

consequence of undersocialization with regard to art is 

indifference to art. Langer (1953) writes, "Indifference to 

art is the most serious sign of decay in any 

institution...." The author reminds the reader that the 

underlying theme here is the affective development of the 

individual, and art is admittedly only one tool which can be 

used to stimulate and arouse such development. 

Other factors which may shape an individual's emotio-

sensitive development in favor of an empathic orientation 

(and thus, of a potentially altruistic one) are not 

difficult to imagine. Note the following citation of 

Hoffman (1982): 

The combination of empathic affect and the 
perceived plight of an unfortunate group may be 
the most advanced form of empathic distress. It 
may also provide a motive base, especially in 
adolescence, for the development of certain social 
and political ideologies centered around 
alleviation of the plight of unfortunate groups, 
(p. 95) 

An awareness of one's "fellow-man," then, is a factor that 

can affect the probability that one might have an altruistic 
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orientation. Below, Rushton (1982a) presses for recognition 

of the educational process as a cardinal influence in the 

matter of altruistic inclinations. 

Perhaps it is in the educational system, however, 
that society can most readily make a significant 
and active contribution to increasing prosocial 
competencies and motivations. It is time we 
turned to a far more intensive and disciplined 
program of prosocial education, in the widest 
sense of the term. How a child behaves and 
reasons and how he clarifies and acts on his 
values are all important and might be attended to 
more completely in schools than they are today. 
Cooperative school work could be encouraged, as 
could leadership and initiative in helping the 
less able students. Stress might also be placed, 
in social studies courses, on the scientific 
understanding of human society . . . . With 
emphasis on the scientific method, there might be 
an increased desire to analyze prejudices and to 
see more clearly the continuity of community 
across national, racial, and religious borders. 
Might the altruistic brotherhood and sisterhood of 
man and woman, which has been dreamed of, thought 
about, and written of by so many, actually become 
a reality thorugh the application of positivistic 
behavioral science? Certainly the techniques are 
increasingly at our disposal. Perhaps we should 
implement them. (pp. 445,446) 

This work has been an attempt toward following through with 

the action Rushton suggests. It was the thinking of Rushton 

(1982a) and Hoffman (1981), and the studies of Heyduk 

(1975), Hargreaves (1984), and Walker (1973), in combination 

with the philosophical reflections of Langer (1953, 1957) 

and Duncan (1962), that in part influenced the casting of 

the propositions, of the directions, and of the theoretical 

orientations in the present study. The author believed that 

an attempt toward a concatenation of sound and action was an 

ideal fusion of the logical, empiricle, and theoretical 
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convictions of the above scholars, especially in light of 

the 1979 Fried and Berkowitz study. Although a successful 

linking of sound and action was not achieved in this study, 

there was no evidence to justify an abandonment of the 

pursuit of such a link. For now, suspicions are directed 

toward Fried and Berkowitz. It is possible that their 

methodological instrumentation was not well suited to 

examine connections of the sort discussed in this work (and 

indeed. Fried and Berkowitz had objectives different from 

the ones in this study). Still and all, their experiment 

was employed as a model for this study, and the absence of 

robust findings in this experiment, as well as the 

responsibility for designing any perceived areas of 

improvement to the 1979 work, is attributable to and rests 

soley with the present author. While the speculations, 

hypotheses, and impressions that went into formulating this 

work may be allowed to stand, they may be allowed to do so 

only because the experimental results of this investigation 

were so awfully cryptic. 

Langer (1953, 1957) and Wimsatt and Beardsley (1954) 

would not at all be surprised that the experiment here has 

not shed any light on how art forms (music in this case) may 

influence their percipients. The three of them have 

strongly argued against experimentation involving any sort 

of art stimulus because, in many cases, such experimentation 

has been haunted with serious flaws. For that reason, the 
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objections of Langer and Wimsatt and Beardsley were taken 

into account for this study, but only to find nothing 

Illuminating after the experiment was completed. It is 

believed, however, that Rushton (lS82a) has a powerful 

notion with regard to the promise that empirical methods 

currently hold for social scientists. At one time, it was 

fanciful to speculate about what it would be like to move 

about the surface of the moon, much less to imagine how one 

could get there. Through the advancement of science, 

however, what was once fanciful became real and observable. 

It is suggested, then, that the elusiveness of art may be so 

only because the appropriate filters have not been used to 

view it; researchers no longer commit the errors they once 

did, the ones which Langer and Wimsatt and Beardsley have so 

fervently highlighted. There are researchers versed in art 

as well as in empirical investigation (e.g., J.B. Davies and 

M. Clynes) who are actively involved in producing valid 

work, and it is difficult to imagine that they, or anyone 

else, will forever fail in their quests to discover 

empirical connections between art and human behavior. It 

was that quest from which the impetus for this work arose, 

and given the views currently held in the social 

psychological and experimental aesthetics scholarhsip, the 

rationale for such a quest can be nothing else but sound. 
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NOTES 

Pulse here refers to the graphic representation of 
physiologic output, not to meter or rhythm. 

Musical development is defined as any one, some, or all 
of the following: the degree of structural complexity 
in a genre, the extent to which a musical genre is 
exploited in terms of its form, the extent to which a 
musical genre is taken to its creative limits, and 
anything else "done to" a piece (including individual 
nuances and interpretations given to a work by a 
performer(s)). 

The assertion here is that each musical genre has a 
more or less specific range of development, and, as 
reasoned earlier, development may be related to music's 
"help-eliciting" capacity. 

The musical selections were recorded on a chromium 
dioxide cassette and played on built-in sound equipment 
in the room where the experiment was held. Permission 
to use the room and the equipment within it was granted 
to the experimenter by the School of Music at Texas 
Tech University. 

The "Yellow Jackets" are often found in the jazz 
category in music stores. Commercial systems of music 
classification, however, were not the criteria for 
determining the musical types of the selections used in 
this study. While the Yellow Jackets might indeed 
exemplify the jazz tradition more so than the popular 
one, the two selections used in this investigation were 
sufficiently "popular in their sound" to warrant their 
placement in the popular music condition of this 
experiment. 

The subjects were assigned to only four musical 
preference groups. Those subjects expressing 
preference for types or styles of music outside the 
categories of music that were used in this study were 
excluded from assignment into any of the experimental 
conditions. Musical styles or types such as "punk," 
reggae, and Eastern music represent what were regarded 
as relatively minor preference groups in the population 
from which the sample would be drawn. Such was in fact 
the case, as determined by the musical preference 
questionnaires distributed to the persons volunteering 
for potential inclusion in the experiment. For that 
reason, such musical types were not included in 
testing. 
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The scales measuring intensity of emotions being 
experienced ranged from "Little or no such feeling 
experienced" to "Very strong feeling experienced." For 
the scales measuring frequency of emotions experienced, 
the range was from "Rarely or never experience this 
feeling" to "Very frequently experience this feeling." 

Fried and Berkowitz (1979) do not provide the text of 
their narrative as it was delivered to the subjects in 
their study, but they do give in their article an 
account of the narrative's content. Thus, the present 
narrative is believed to be a near exact reflection of 
the 1979 passage. Only minor changes in phrasing, verb 
tense, and sentence order have been made to the 
original passage, relative to how this author has 
rendered its supposed text. With this note, then, 
citation is hereby given to Fried and Berkowitz (1979). 

During the first session, a subject asked if the 
experimenter wanted a name and telephone number to be 
included on the "volunteer sheet"—else, how would the 
subject be contacted for the second experiment? Having 
overlooked the possibility that such a question would 
be asked, the experimenter said yes to the subject's 
question. Hence, for the first session, and all the 
sessions to follow it, names and telephone numbers were 
requested along with the number of minutes that 
subjects could volunteer, when the subjects answered 
yes to the experimenter's call for help in a second 
experiment. 
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APPENDIX A: VARIABLE LABELS 

FOR COVARIATES 
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VARIABLE LABELS FOR COVARIATES 

LABEL 

POSIB 

NEUTIB 

NEGPASIB 

NEGACTIB 

POSIA 

NEUTIA 

NEGPASIA 

NEGACTIA 

COVARIATE 

Present positive moods before music 

Present neutral moods before music 

Present negative moods of a passive nature 
before music 

Present negative moods of an angry and more 
active nature before music 

Present positive moods after music 

Present neutral moods after music 

Present negative moods of a passive nature 
after music 

Present negative moods of an angry and more 
active natrure after music 
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TABLE 1 

ANALYSIS OF VARIANCE FOR 
ALTRUISTIC RESPONSE 

Altruistic response 

by Sex 
Musical preference 
Musical condition 

with POSIB 
NEUTIB 
NEGPASIB 
NEGACTIB 
POSIA 
NEUTIA 
NEGPASIA 
NEGACTIA 

Source of Variation 

Covariates 
POSIB 
NEUTIB 
NEGPASIB 
NEGACTIB 
POSIA 
NEUTIA 
NEGPASIA 
NEGACTIA 

Main Effects 
Sex 
Musical preference 
Musical condition 

Explained 

Residual 

Total 

* F <.10 
** F <.05 
+ F =.009 

Sum of 
Squares 

1.878 
.104 
.693 
.242 
.001 
.104 
.579 
.392 
.123 

4.053 
.435 

1.295 
1.310 

5.931 

8.284 

14.215 

DF 

8 
1 
1 
1 
1 
1 
1 
1 
1 

8 
1 
3 
4 

16 

48 

64 

Mean 
Square 

.235 

.104 

.693 

.242 

.001 

.104 

.579 

.392 

.123 

.507 

.435 

.432 

.327 

.371 

.173 

.222 

F 

1.360 
.605 

4.017* 
1.403 
.004 
.605 

3.353* 
2.269 
.714 

2.935+ 
2.523 
2.501* 
1.897 

2.148** 
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TABLE 2 

MULTIPLE CLASSIFICATION ANALYSIS 
FOR ALTRUISTIC RESPONSE 

Altruistic response 

by Sex 
Musical preference 
Musical condition 

with POSIB 
NEUTIB 
NEGPASIB 
NEGACTIB 
POSIA 
NEUTIA 
NEGPASIA 
NEGACTIA 

Grand Mean =1.32 

Variable + Category 

Sex 
Male 
Female 

Musical preference 
Classical 
Jazz 
Popular 
Rock 

Musical condition 
Classical 
Jazz 
Popular 
Rock 
Control Group 

N 

23 
42 

13 
10 
18 
24 

12 
14 
13 
11 
15 

Unadjusted 
Dev' n 

.16 
-.08 

-.25 
-.02 
.07 
.09 

-.24 
-.18 
.06 
.31 
.08 

Eta 

.25 

.28 

Adjusted for 
Independents 
+ Cova 
Dev'n 

.13 
-.07 

-.32 
-.09 
.13 
.12 

-.10 
-.19 
.01 
.30 
.03 

riates 
Beta 

.21 

.38 

.41 

Multiple R Squared 

Multiple R 

.34 

.417 

.646 
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TABLE 3 

ANALAYSIS OF VARIANCE FOR 
MINUTES OFFERED 

Minutes offered 

by Sex 
Musical preference 
Musical condition 

with POSIB 
NEUTIB 
NEGPASIB 
NEGACTIB 
POSIA 
NEUTIA 
NEGPASIA 
NEGACTIA 

Source of Variation 

Covariates 
POSIB 
NEUTIB 
NEGPASIB 
NEGACTIB 
POSIA 
NEUTIA 
NEGPASIA 
NEGACTIA 

Main Effects 
Sex 
Musical preference 
Musical condition 

Explained 

Residual 

Total 

Sum of 
Squares 

11124.711 
312.218 
1709.278 
676.617 
3.331 

3026.985 
1389.360 
340.203 
522.979 

32919.149 
5120.158 
3534.995 

19312.175 

44043.860 

69780.755 

113824.615 

DF 

8 
1 
1 
1 
1 
1 
1 
1 
1 

8 
1 
3 
4 

16 

48 

64 

Mean 
Square 

1390.589 
312.218 

1709.278 
676.617 
3.331 

3026.985 
1389.360 
340.203 
522.979 

4114.894 
5120.158 
1178.332 
4828.044 

2752.741 

1453.766 

1778.510 

F 

.957 

.215 
1.176 
.465 
.002 

2.082 
.956 
.234 
.360 

2.831** 
3.522* 
.811 

3.321** 

1.894** 

* F <.10 
** F <.05 
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TABLE 4 

MULTIPLE CLASSIFICATION ANALYSIS 
FOR MINUTES OFFERED 

by 

with 

Minutes offerred 

Sex 
Musical preference 
Muscial condition 

POSIB 
NEUTIB 
NEGPASIB 
NEGACTIB 
POSIA 
NEUTIA 
NEGPASIA 
NEGACTIA 

Grand Mean = 38.92 

Variable + Category 

Sex 
Male 
Female 

Musical preference 
Classical 
Jazz 
Popular 
Rock 

Musical Condition 
Classical 
Jazz 
Popular 
Rock 
Control Group 

Mult 

Mult 

iple R Squared 

iple R 

N 

23 
42 

13 
10 
18 
24 

12 
14 
13 
11 
15 

Unadjusted 
Dev'n Eta 

-13.71 
7.51 

23.38 
8.08 
-3.92 
-13.09 

-8.09 
31.79 
-5.85 
-22.56 
-1.59 

.24 

.33 

.43 

Adjusted for 
Independents 
+ Covariates 
Dev'n Beta 

-14.42 
7.90 

16.80 
2.44 
-3.62 
-7.40 

-12.82 
33.76 
-15.79 
-16.64 
4.64 

.25 

.22 

.46 

.387 

.622 
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PLEASE ANSWER THE QUESTION BELOW 

If you were placed in a setting where you could listen to 
one—and only one—type of music, which type would you 
choose? 

PLEASE MAKE YOUR SELECTION FROM THE FOLLOWING LIST: 

"Classical": this includes music from any period 
within this category 
Jazz: this includes any "style" in jazz (e.g., 
Dixieland, Uptown, et cetera). 
Popular: this includes non-rock "top 40", country and 
western, and "dance music" 
Rock: this includes ALL rock, from the 1950s to 
present-day "hard rock" or "metal"; if you like rock 
music from any period within this range, check this 
category 
K: check this category if the type of music you would 
choose includes any of the following: Eastern music, 
folk or national music from any country, or region 
within such country, in the world (this includes the 
United States), NON-folk or national music from any 
country, or region within such country, in the world 
(again, the United States is included here). Reggae, 
Calypso, or "tribal music" from any continent 
M: check this category if the type of music you would 
choose cannot be placed into any of the above 
categories; please state the musical type here: 
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There are five possible dates that you may choose to 
participate in the experiment. Please indicate three 
choices in order of your preference, using "1" for your 
first choice, "2" for your second choice, and "3" for your 
third choice. 

Whatever your choices and whatever their order, you must 
understand that you are committing yourself to be available 
on all of the dates. Based on your time preferences, an 
effort will be made to try to assign you to a group closest 
to your first choice, but there is no guarantee that you 
will be assigned exactly according to your first choice. 
For that reason, you must be certain that you can be 
available for participation on all of the dates you 
indicate. IT IS NOT NECESSARY TO SELECT THREE DATES; YOU 
MAY SELECT ONE OR TWO IF YOU WISH. 

IMPORTANT: The selection process for the experimental 
groups is random, and because of that, you MAY OR MAY NOT be 
selected for participation in the experiment. You will know 
if you are selected because you will be contacted by the 
experimenter, and he will tell you the date, time, and place 
of your group's meeting. 

Please indicate your choices from the dates below: 

Saturday, 30 September 1989; 10:25 A.M. to about 11:10 
A.M. 

Saturday, 7 October 1989; 10:25 A.M. to about 11:10 
A.M. 

Saturday, 14 October 1989; 10:25 A.M. to about 11:10 
A.M. 

Saturday, 21 October 1989; 10:25 A.M. to about 11:10 
A.M. 

Saturday, 28 October 1989; 10:25 A.M. to about 11:10 
A.M. 

IN ORDER THAT YOU MAY CONTACTED, PLEASE PROVIDE YOUR NAME 
AND TELEPHONE NUMBER BELOW. (Please Print) 

Name: 

Telephone number 
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CONSENT FORM 

I hereby give my consent for my participation in the project 
entitled Concatenating Sound and Action. 

I understand that the person responsible for this project is 
Michael Phillip Kristiansen; telephone numbers are 742-2400 
and 762-3726. 

He has explained that this study is part of a project that 
has the following objectives: to observe emotional affects 
that music might produce in the listener, relative to the 
musical preference of the listener. 

He has explained the procedures to be followed and 
identified those which are experimental. Information 
concerning payment for my participation in this study has 
been explained to me as follows: 

payment will be in the form of class credit, the exact 
form of which has been explained to me by my professor, 
and that credit is: . 

The risks have been explained to me as following: 
none. 

It has further been explained to me that the total duration 
of my participation will be approximately 20-30 minutes; 
that only Michael Phillip Kristiansen, Dr. Alden Roberts, 
Dr. Evans Curry, and Professor Arthur Follows will have 
access to the records and/or data collected for this study; 
and that all data associated with this study will remain 
strictly confidential. 

Dr. Alden Roberts has agreed to answer any inquiries I might 
have concerning the procedures and has informed me that I 
may contact the Texas Tech University Institutional Review 
Board for the protection of Human Subjects by writing them 
in care of the Office of Research Services, Texas Tech 
University, Lubbock, Texas 79409, or by ringing 742-3884. 

If this research project causes any physical injury to the 
participants in this project, treatment is not necessarily 
available at Texas Tech University or the Student Health 
Center, nor is there necessarily any insurance carried by 
the University or its personnel applicable to cover any such 
injury. Financial compensation for any such injury must be 
provided through the participant's own insurance programme. 
Further information about these matters may be obtained from 
Dr. Robert M. Sweazy, Vice Provost for Research, 742-3884, 
Room 203 Holden Hall, Texas Tech University, Lubbock, Texas 
79409-1035. 
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I understand that I may not derive therapeutic treatment 
from participation in this study. 

I understand that I may discontinue this study at any time I 
choose without penalty. 

Signature of Subject: Date: 

Signature of Parent/Guardian or Authorized representative 
(if required): Date: 

Signature of Project Director or his Authorized 
representative: Date: 

Signature of Witness to Oral Presentation: 
Date: 

75 



APPENDIX E: MOOD QUESTIONNAIRES 

76 



PLEASE STATE YOUR MUSICAL PREFERENCE HERE: (MIB) 

WITH REGARD TO THE LIST OF FEELINGS BELOW, AND TO THE SCALE 
FROM 1-5 THAT ALSO APPEARS BELOW, PLEASE INDICATE YOUR 
PRESENT MOOD. 

1—Little or no such feeling is experienced 
2—Such feeling is experienced somewhat 
3—Such feeling is experienced to a moderate degree 
4—Such feeling is experienced to a strong degree 
5—Such feeling is experienced to a very strong degree 

1. 
2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

20. 

21. 

22. 

delighted 
soothed 

content 

peaceful 

happy 

joyful 

contemplative 

indifferent 

surprised 

startled 

bored 

tired 

downhearted 

distressed 

depressed 

sad 

anxious 

scared 

irritated 

annoyed 

angry 

violent 

77 



PLEASE STATE YOUR MUSICAL PREFERENCE HERE: (M2B) 

IN GENERAL, HOW OFTEN WOULD YOU SAY THAT YOU EXPERIENCE THE 
FEELINGS LISTED BELOW? USE THE SCALE FROM 1-5. 

1—Seldom or never experience this feeling 
2—Occasionally experience this feeling 
3—Experience this feeling with moderate frequency 
4—Frequently experience this feeling 
5—Very frequently experience this feeling 

1. 
2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

20. 

21. 

22. 

violent 
irritated 

angry 

annoyed 

content 

soothed 

peaceful 

joyful 

delighted 

happy 

anxious 

depressed 

downhearted 

scared 

bored 

tired 

sad 

distressed 

indifferent 

contemplative 

surprised 

startled 
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PLEASE STATE YOUR MUSICAL PREFERENCE HERE: (MIA) 

REGARDING THE MUSIC YOU JUST HEARD, PLEASE INDICATE YOUR 
PRESENT MOOD. USE THE SCALE BELOW. 

1—Little or no such feeling is experienced 
2—Such feeling is experienced somewhat 
3—Such feeling is experienced to a moderate degree 
4—Such feeling is experienced to a strong degree 
5—Such feeling is experienced to a very strong degree 

1. 
2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

20. 

21. 

22. _ 

indifferent 
startled 

contemplative 

surprised 

peaceful 

delighted 

joyful 

content 

soothed 

happy 

tired 

sad 

scared 

distressed 

downhearted 

anxious 

depressed 

bored 

irritated 

violent 

annoyed 

angry 
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PLEASE STATE YOUR MUSICAL PREFERENCE HERE: (M2A) 

REGARDING THE TYPE OF MUSIC YOU JUST HEARD, PLEASE INDICATE 
HOW OFTEN IT GENERALLY MAKES YOU FEEL. USE THE LIST AND 
SCALE BELOW. 

1—Seldom or never experience this feeling 
2—Occasionally experience this feeling 
3—Experience this feeling with moderate frequency 
4—Frequently experience this feeling 
5—Very frequently experience this feeling 

1. 
2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

20. 

21. 

22. 

violent 
annoyed 

angry 

irritated 

surprised 

startled 

contemplative 

indifferent 

depressed 

sad 

distressed 

anxious 

bored 

scared 

tired 

downhearted 

delighted 

peaceful 

soothed 

content 

joyful 

happy 
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