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Ahstract

This study uses an information processing model to attempt
to account for cognitive and affective responses to popular
musice Affect is araued to result largely from the activation of
affect—laden schemas by the music stimuluse In a auasi-
experiments subijscts were played a one minute segment of nusic
that was either a familiar hit or an unfamiliar sonc. Factor
analysis was used to derive two dimensions of music
sophistication (narticipation and involvement)s whichy along with
song fariliaritysy were expaected to relate to thounhts and
feelings generated by the song segment. Music involvement was
found to relate positivelv to the number of subject thoughts for
unf amiliar songse Nther results were mixedy but some support
was found for schematic processing of musice Alternate tests
adduced some support hvpotheses not supported in the nrimary
testses A more testahle typology of cognitive structures and
processes 1s needed for studies employing the information

processing model.
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PAGF 3
'Schema—Triggered Cognitive and Affective Response Fo Music:

Applying An Information—-Processing “odel to Rock *™M®* Roll

Popular music has been the subject of scholarly study for at
least the past four decadese. 1n the past 2N years: attention has
focuse:d on the effects (or lack thereof) of rock musice =y
nature of its endurance and almost universal appeal to vouth,
rock has come under great scrutinye. Typical of many studies is a
soc io—cultural approach that examines the role of popular music
a5 3 cultural artifact (Friths 19813 Rosenbergsy 1976)e. Another
group nf studies has examined how music preference influences and
is influenced by attitudes (Whan, 1957-5835 Ruffnery 1972-73;
Tooheyy 1932)a. Still other studies have adopted a uses and
gratifications approach to the study of popular music consumption
{(Larson Kubevs 15837 Roes 198%),

In the communication fieldy the verbal content of popular
music —— song lyrics — has received the most attention
(Rosenbaum Prinsky, 12473 Careys 19693 Coley 19715 Hyden, 19833
Santiajns 196%). Some researchers have since concluded that the
2«ffect of song lyrics cannot he assessed apart from the music,
and that any study that does not treat the entire music listening
experiesnce (incluiing personal and situational factors) as an
indivisible unit of analysis is likely not to be fruitful
(Desmondy 19P27),

Past studies into the specific affective response to music
can be organized around two major themes: those that have sought
to account for emotional responses a; a product of confiqurations

of musical a*tributes l1ike foney pitch and fempo (HeImholtze
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1773 Hevners 19355 "eyery 1956),y and those which have focused
disproportionately on the role of the semantic content nf song
lyrics in influencing attituyde and behavior. The Fformer leave
coynition out of the process {or at least fail to account for its
role)y while the Yatter can offer no account of affective
responses to music that may have a non-semantic oriqgin. This
paper will attempt to provide an explanation of how music may be
processed while accounting for both the cognitive and the
affective dimensions.
Background

Studies of rock music effects have repeatedly failed to find
consistent effects across groupss or even across individuals
within groupse Ffor this reasons the most productive approach to
the response to music is likely to be one that takes into account
the many personal and situational variables that mediate the
processing of musics and provide for a va.,iety of possible
outcomese Information processinn theory proviies such a
perspectivea.

Information processing theory snecifies and elaborates the
sequential staves intervening between the registering of a
stimulus and its ultimate ytilization. Nne concept that has
proven particularly useful in studying how information is
processed is the schemas First used in a modern context by
Bartlett (1937) and defined generally as * 2 cognitive structure
that represents organized knowledge about a given concept or type
of stimulus” (Fiske Taylory 1234, p. 147}

Schemas have hezr shown to influence the nrocessing of
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informatione. Schemas aid the recall of information that is
consistent with the schema (Hastie, 19%1). Confidence of
recognition is greater for schema-consistent information than for
schema—inconsistent information (Cantor Mischely, 1979).

Schemas can cause the mistaken "recall" of information that is
consistent with the schema but wasy in facty never presented
(Bowery RBlacksy Turner, 1979).

Since music can be regarded as a form of informations it can
be seen how schematic processing aight influence the cognitive
response to musice Configurations of musical attributes that
represent a close match to an existing schema will activate that
schema and make it availahle for further processing. What
remains to he considered is whether and how schematic processing
might be implicated in the affective response to musice.

Schachter and Singer (19A2) demonstrated that two elements
are necessary for the experience of emotions or affects:
physiological arousal and coqnitive evaluatione Fnvironmental
stimull fit to a schema have heen shown to receive the affect
stored with the schema (Fiske, 1982). Arousal linked with a
schema is cued hy its activation and is re-—experienced as
Mautonomic imajerys"™ a perception of arousal when its
rhysiolojical correlates are absent (Mandler, 1984). Because the
imagery can activate hoth a perception of arousal and a cognitive
evaluationy when trigqgereds it can provide a complete emotional
experlience rather than simply disassociated arous~l.

Ratjonale

The cognitive evaluation associated with the schemas that
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are activated in listening to musicy thensy is argued here to
combine significantly with autonomic imailery and other ,ources of
arousal to produce an emotional responses To the extent that a
par ticular schema is able to be fit to a piece of musicy the
music will cue the afFect associated with that schemae The
nature of the stored affect {nle2y angery sadnessy estc.) will
determine the quality of the resulting emotiony while the denree
of arousal will determine its intensity.

Certainly one factor that must limit the manner in which any
environmental data is processed is what schemas are available to
he activated. Persons with well-developedy highly differentiated
music schemas are likely to use those schemas to process music to
which they have not been previously exposeds Their affective
responses should be Targely a function of the fitting of the
music to those schemas. For persons with simple music schemas,
unf amiliar music should trigger less processinge using fewer and
simpler cognitive and affective structurese Similarlys persons
who use non—music information to process music —— the name of the
groupy their appearancey who likes and who dislikes them —-
should have fewer cognitive and affective responses when exposed

to unfamiliar music without that contextual informatione

Hi: Less music-sophisticatad subjects should report fewer

thoughts and feelinas than music-sophisticated subjects do

about unfamiliar musice

Persons with simple music schemas should be less able to
process unfamiliar music than persons with well-developed music

schemasy since fewer cognitive structures (with their associated
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aFFéct) are availahle fFor them to accesse

H2: Music-sophisticated subjects should make more reference

to specific music elemants in thoughts and feelings than

less music—-sophisticated subjects do.

Processing by persons with well-developed music schemas
should refer more to specific music elements (as opposed to

othery non-musicaly aspects of the listening experience) than

processing by persons with voorly developed music schemase

H3: More thoughts and feelings that do not refer

familiar muslic than for unfamiliar musice.

musicey its processing should access more cognitive structures not

directly connected to the sonqg stimulus than the processing of

unfamiliar musicy which sheuld primarily be involved with

Since an experience base has been established for Familiar
| identifying and classifying the song stimulus by fitting its

perceived attributes to existing schemase

H4: The ratio of thoughts and feelings that make reference

to the stimulus event over those that do not make such

than for less music—sophisticated subjectse

Persons with well-developed musizc schemas are more likely to
process music using specific cues in the listeningd experience
itselfy since they possess coanitive structures to which those

’ reference should be areater for music-sophisticated subjects
|

\

|

| cues can be fits Persons with poorly developed music schemas

lack those structuress and so are less likely to attend to

specific experiential cues when processing musice

specifically to the stimulus event should be reported for
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The concept "music sophistication" is introduced here as a
means of accounting for the availability of schemas for the
processing of unfamiliar musice. As used in this studys music
sophistication is defined as evidence of knowledge and behaviors
that would indicate the possession of relatively many and complex
mental structures containing primarily musical informatione

To summarize, the cognitive response to music is argued here
to result from the activation and use in subsequent processing of
schematic information structures to which the perceived
attributes of the music offer a configural matche The affective
response results largely from the fitting of the music to an
affect—laden schema(s)s TFf this explanation is correcty familiar
music should trigger more cognitive processing and affective
response than unfamiliar musice. Affective response to familiar
music should reflect (come from) the activation of music~based
schemas in musically sophisticated processorsy and from the
activation of non-music based schemas in musically
unsophisticated processorse.

METHDD

Pilot Study

A pilot study was conducted (1) to test a variaty of
questions about music involvement, consumpticn and education for
possible inclusion in a music sophistication scaley and (2) to
determine what length music segment should he used in the Ffull
study. Because of the fluidity of schema structures, theory
suggested that the best time to measure the schemas activated by

a particular stimulus is soon after its introductiony when
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environmental attention is still highy and before coqnitive
processing has a chance to "bury" those schemas too deeply under
(and in) subsequent onese An exposure of one minute was found to
be the briefest segment that would still yield a sufficient
number of responses for analysise.

Sub jecks

Subjects were recruited from an introductory caurse in
interpersonal communication at A medium—sized universityy and
were offered extra credit For participating in the studye The
total number of students participating was 199y of which two did
not complete enough of the questionnaire to be usedy leaving a
final N of 196. The sample included 108 females and B8 males,
145 whites and S1 non-whitesy and had a mean aje of 22 (thoungh 62
percent of the sample was age 18~2n).
Design and Procedure

Subjects reported to the college media lah at pre—-appointed
times during a two-week periode After ohtaining a cassette tape
and A questionnaire from the attendanty, subjects listened to the
tape in e private listening boothy and then completed the
questionnaire. Fach subject listened to a one-minute seqgment of
a sinile sonm. The sonqgs were rotated so that every twelfth
suh ject heard the same songs and eve -y other subject heard a song
with the same familiarity status (familiar or unfamiliar)e.

Twelve songs were used in the study: six songs that had heen
#1 on the 3illboard pop record chart at some point in the
pravious twelve months and were expected to he familiar to

sub jectsy and six songs selected to be In the pop/rock music
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styley, but which had not received appreciahle public exposure and

which suhjects were expected not to have hearde.

Insert Table 1 about here

As a quasi-experiment, this study measured sonq Familiarity
as a manipulation check. Subjects were asked whether they had
heard the song befores with responses ranging on a four-level
scale from "Yesy I'm sure I have" (1) to "No, I*m sure I have NOT
heard 1t" (4). Familiarity means are given in Tabhle le As a
groupy the "familiar" sonqgs differed significantly from the
"upfamiliar® songs on this measure (F=634.46, De<e0l)e As an
additional checks a Scheffe test was performed on all pairs of
sonys using the Familiarity measure. At the .NS levely all
possible pairs of one "familiar™ song with one "unfamiliar®™ song
were significantly different in familiaritys but no "familiarn
song was significantly different from any other "familiar" songe.

* Similarly, no "unfamiliar" song was significantly different from
any other "unfamiliar® sonay, with one exception: Sonqg #” was
significantly differant from Song 12.

After playing the sonqg segment, subjects were instruckted to
Wwrite down all the touqghts that had come to mind while listening
to the musicy and what might have brought that thought to mind.
They were Instructed to 1list all the feelinns they felt while
listeningy and if possihley, tn give the source of the feeling.

To control for a possible order effecty half of the subjects

(every other one) nave thouqhts before feelinqgsi the other half

’-«i
[ L
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gave feelings hefore thoughtse A third onen-ended response
section asked suhjects to qgive 311 the reasons they liked or
disliked the piece.

The onen—ended responses for thoughts and feelings were
content—analyzed. For the thought sectiony each listed "thought”
combined with its paired "what brought thounght to mind" was
treated as a single response unite For the feeling sections each
"feeling” combined with its paired "possible reason for feeling"
was treated as a single recponse unit. Fach resnonse unit was

coded into one of two mutually exclusive categories:

Stimulus event referred to: Pesponse unit contains

explicit or readily implied reference to the sonq or the

testing situation (listening hoothy equipment, lab personnel

~— anything about the immediate listening experlience)e.

Pronouns {like "it") are sufficient refarence.

Stimulus event not referrad to: Rfesponse unit contains no

explicit or readily implied reference to the sona or the

testing situation (as defined above).

In additions each response unit for thoughtss feelings, and
reasons why sonq was liked/disliked was coded inton the following
categoryy it aoplicable:

Peference to specific music elements:z Makes at least one

reference to a particular (named) musical or sound element

of the sonqge. TIncludes voicey, vocals and sinainm, but
excludes reference only to lyricse feneral or vaque
references to the song as a whole are excluded; specific

element/s of the song must be named.

) ~a?

L
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In addition to the open—ended items, the questionnaire
included a series of Likert items designed to measure the
vccurrence of specific kinds of thouqghts that may or may not have
bean mentioned by sub jects in the open—ended responsess including
thoughts about rhythms melodys lyricss the song®s wvideos other
musical artistss mental imagerys past memoriesy and friends.
Finallys subjects answered the itams pertaining to music
involvementy consumption and educatione.

RESULTS

Three trained coders applied the open—ended response
categories to a 15 percent sample of randomly chosen
questionnairese Reliability estinates presented in Table 2 were
computed using Xrippendor€f's (1980) method for measuring
agreement in content analysise This method was chosen because it
vields a coefficient that represents the probability of coder
agreement above chance levelsy which can vary depending on the

natural occurrence of the category being coded.

Insert Table 2 about here

The questionnaire items relating to music involvement,
consumption and education were submitted to principal components
factor analysis and varimax rotation. The factor analysis of the
music items is presented in Table 3. Five variables not listed
Wwere eliminated during the course of analysis either because of
low communalities (less than 0.?) or conceptual duplication of

other variablese.

}-us
G
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Insert Table 3 about here

A two—-factor solution for fhe music involvementy consumption
and education items was derived after considering factor
eigenvaluesy scree plotsy and fFactor interpretability. From
their highest 1oading variablessy the first derived factor might
be labeled a music Participation factor, and the second might be
labeled 3 music Involvement factore Two variables double-loaded:
“"number of concerts attended™ and "how often read about musice.®
Roth of these were the lowest loading variahYes on their primary
factorss and their double loading was judged not to be a concerne

Before tasting hypothesesy means of the open—ended
responses were examinedes AS described e=arliersy response
categories were alternated to test for a possible order effeckt:
after listening %o the music segmenty, half of the subjects listed
thoughts be fore feelingsy the other half listed feelings before
thoughtse Persons who listed thoughts before feelings listed
significantly more thoughts (M=5.9) than those who listed
thoughts second (M=4.hy F=14.93y pe<eDl)e HBecause of this
primacy effecty, it was decided to include response order as a
variable in the analyses involvina thoughts and feelingse.

Hypothesis Oney which predicted that less
mus ic-sophisticated subjects should report fewer thoughts and
feelings than music—cophisticated subjects do about unfamiliar
musice was tested using hierarchical regressione. This test

related the total number of thoughts (Table 4) and total feelinas

,-1-41
tam
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(Table 5) to the two music sophistication factors for the half of
the sample that listened to "unfamiliar® songse. The order
variable was entered into the equation first to remove any

variance for which it might have heen responsible.

Insert tables & 5 about here

The regression for number of thoughts listed in Table 4 show
a siynificant effect for order: subjects whe listed thoughts
before feelings (low value on "order®) had more thoughts than
those who listed feelings before thoughtse. Additionally, there
is a significant (pe<eNl) amount of variance in the number of
thoughts listed accounted for by the score on the music factors
(specificallys the Involvement factor) for subjects who heard
unfamiliar musice In the direction predicteds No such
relationships exists for the familiar music conditiony or for the
combinad samplie.

Table 5 shbows that neither the order variable nor the music
factors account for significant variance in the number of
feelings listeds Hypothesis Mn=2 is supported for thoughts, but
not supported for feelings.

Hypothesis Twos which predicted that musizc—sophisticated
subjects should make more reference to specific music elements in
thoughts and feelings than less music-sophisticated subjects doos
was also tested in 3 regression equation to relate reference to
specific music elements in thoughts and feelings to the two music

sophistication factorse.

}-\1
oy
-
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Insert tables 6 7 about here

Table A shows that the order variable accounted for
significant variance in the dependent variable for thoughtss
ir2es people who listed thounhts first made more references to
specific music elements in their thoughtss It is likely that
this effect is simply a consequence of the Fact that people who
listed thoughts first lisl:j more of themsy and some of those
faxtra™ thoughts referrzd to specific music elementse.
Additionallyy Table 6 shows that people who listened to the
“unfamiliar® songs made significantly more references to specific
music elements in their thoughts than people who heard "familiar®"
songse BRBut Tables 6 and 7 show that neither music factor
accounts for significant variance in references to specific music
elements in thoughts or feelings.

For purposes of comparisons the same analysis was performed
using the third section of open—ended resnonses: reasons given
for liking or disliking the song. The order variable was not
included in this analysis because subjects using both forms
responded to this section at the same point in the questionnaire.
Restlts of this reqression presented in Table 8 show that the
effects that wera predicted for thoughts and feelings were found

instead for reasons g7iven why the song was liked or disliked.

Insert Table 8 about here

io
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Hypothesis Three predicted that more thoughts and ferlings
that do not refer specifically to the stimulus event should be
reported for familiar music than for unfamiliar musice

A series of ANOVAS was run to test Hypothesis Three. Ffor
the dependent variable, various representations of reference to
the stimulus event were testeds including: total number of
thoughts referring to stimulus eventy totsl number of thoughts
not referring to stimulus eventy total number of feelings
referring to stimulus eventy total number of feelinas not
referring to stimulus eventy proportion of references to stimulus
event over non-r=ferences to stimulus event for thoughts and for
feelingse. The intention was to examine any variable that
reflected scme aspect of reference to stimulus and/or
n ..-reference to stimuluse.

Independent variasbles for the ANJVAS were (1) whether the
song was familiar or unfamiliary and (2) whether the subject
listed thoughts first or feelings firste

In a series of AMNVAS,y a main effect for order was
occasionally founds but no significant main effacts or
interactions involving familiarity were found on any of the
representations of stimulus-reference tried as depnendenf
variabless These tests did not adduce support for this
hypothesise

In order to provide an 3ltarnative testy an additional
operationalization of cognitive processing was developede It was
mentioned previously that subjects were also asked to respond to

a series of Likert items designed to measure how much during the
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song they thought ahout friendsy, the song's melodys past
memoriess meontal images, other artists, the song's rhythm, the
song's lyricss and the soni®s video. Those items were
specifically included in the event that the coding of subjects?
open-ended responses 4id not yield reliable and conceptually
useful categories. Responses to those eight items were submitted
to principal components factor analysiss the results of which are

presented in Tahle 9,

Insert Table 9 about here

After considering scree plotsy factor eigenvalues and
interpretability of several solutionsy a two-factor solution was
accepted. The first factor contained thoughts about rhythm and
melodys and micht be labeYed a ™music focus™ factor. The other
factor had thoughts about memnries from the past as its highest
loading variables followed by thoughts about the song®s lyrics
loaded negatively, followed by thoughts about friendss followed
by thoughts of other musical artistssy also loaded nagatively.
This factor miaght be laheled an "experience focus™ factore

It can be seen how these two factors might be beltter indices
of cognitive processing than the "reference to stimulus event®
var iablese A high score on the music focus scale would indicate
processing that accessed music schemase A high score on the
experience focus scale would indicate processing that activated
memory and familiar person schemass, while not activatina schemas

involving 1vrics or other musical artists.
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Since familiar songs have a potential base of experiential
schemas to which they may be coanitively linkedy this hypothesis
would predict the experience focus factor score to be higher for
familiar songs than for unfamiliar ones. Tt would also predict
the music focus score to be higher for unfamiliar songs than for
familiar onesy since the lack of other {(experiential) schemas
connecting to music one has not heard before would leave few
cognitive structures available to access in the course of
processing except those that involve speciflic music attributes.

These two predictions are tested by the AMOVAS in tables 10 and

11.

Insert Tables 10 11 about here

The order variable was not included in this analysis because
the Likert items were answered after the sections whkere the two
forms differedes As predictedy Familiarity had a significant main
effect on the experience focus (F=14.34y Pe<«01l) and the music
focus (F=5.3py Pe<e05) Ffactor scoress both in the specified
directiones The post hoc nature of this analysis disqualifies it
as a true hypothesis test, though its outcome may he heuristico

Finallys Hypothesis Four predicted that the ratio of
thoughts and feelings which make reference to the stimulus event
to those which do not make such reference should he greater for
music— sophisticated subjects than for less music—-sophisticated
sub jectse

Hierarchical regression was used to relate the percantage of

=
}:-4
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thoughts making reference to the stimulus and the percentage of
feelings makiny reference to the stimulus to the two music
sophistication factorse 0nce againy the order variable was
entered into the equation first to remove any variance for which
it might have been responsible. The two music sophistication
factors were entered simul taneously in the second blocks and
familiarity was entered in the last blocke.

Neither music factor accounts for significant variance in
the percentage of thoughts or feelings making reference to the
stimrulus. In an alternate testy the two Likert factor scores
were substituted as dependent variables, but neither of the music
sophistication factors produced a significant effect upon either
Likert factor. Hypothesis Four was not supported.

NDISCUSSIDN

This study procduced mixed evidence of the schematic
processing of music and cuing of affect.s Tts findingse while
having important implications for theorys call for careful
interpretation.

Subjects who were more involved in music {read abhout and
discussed it) had more *houghts about unfamiliar music than those
who wWere less involvedse This “inding supports the idea that
mus ic-sophisticated persons have more schemas available Ffor the
processing of unfamiliar musics It may be instructive to point
out that the relationship between music sophistication and number
of thoughts is contingent upon the familiarity of the music, with
less sophisticated subjacts reporting siqgnificantly fewer thoughts

than the more sophisticated subjects only in the unfamiliar music

20




conditione.

This sugyests that familiar music may be processed similarly by

sophisticates and non-sophisticates, and that experiential

schemas may prevail under those conditionss TIn the case of popular

musicy there may be no substantial difference between the way a
college music major processes a hit song and the way a bhusiness
major does.s Only if the song is unfamiliar may the former draw
upon his or her knowledge of musice This speculation is
supported by a related finding: subjects who heard unfamiliar
mus ic made siMnificantly more references to specific music
elements in their listed thoughts than subjects who heard
familiar musics even after accounting for the effects of order
and music sophisticatione.

While 1t was also expected that music-sophisticated persons
vould report more Ffeelings about unfamiliar music than
non—-sophisticatesy such wWas not the casee. From a cognitive
perspectivey, this may arque for 2 division between schemas that
are tagged with an affective response and those that are noty at
least fFor the processing of musice If the only operating rule
were simply that 3 certain percentage of schemas cue affectsy then
affect should increase as the number of accessed schemas
increaseses

It was expected that music-sophisticated subjects would make
more reference to specific music elements in thoughtes and
feelings than less music-sophisticated subjects wouldy that
effect was found instead in the reasons qiven why the sonag was

liked or dislikede 1In naming those reasonss subjects who scored

”, =
-
z e
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higher on the music participation index referred to more specific
mus ic elements (tempcy instrumentation, etc.) in their responses
than low scorers on that indexe The fact that this same

rel ationship was not found for thoughts and feelings may araque
that the "reasons why like/dislike" section, which was ccompleted
after the subjects listed thoughts and feelingss evoked an
evaluative set that differed from the mental set that was in
place when the music was listened to. It may also argue that the
ordinary processing of music by high scorers on the music

par ticipation index probably does not differ significantly from
non-participantsy unless they are called upon to evaluate it.

In the alternate test of Hypothesis Three using the Likert
factors as dependentsy music-—-focused processing was highest for
unf amiliar songss and experience~focused processing was highest
for familiar sonns. Even with the post hoc qualificatione the
strength of these two relationships would appear to give support
to the notion that music-hased schemas are activated in the
processing of music depending on their availability and the
listening contexte.

Hypothesis Foure howevers found no support in either its
original test or its alternative test using Likert measures. The
study fFailed to find a direct relationship between level of music
sophistication and processinges for either the thougqhtsy feelingse
or reasons like/dislike sections. If the Likert factors can he
taken as valid indicators of cognitive processingy this finding
does not support the position that a person®s level of music

sophistication is related to whether ha or she accesses primarily




PAGE 22
mus ical or experiential cognitive structures when listening to
mus ice Insteads whether or not the sonyg is familiar (as just
discussed) appears to have more effect on the nature of those
cognitionse.

But while a positive finding for Hypothesis Four
(particularly for feelings) would have supported the involvement
of schemas in ﬁrocessinq and in affective responsey the lack of
such a finding in this case provides no clear support for any
specific competing theory of affecte 1In light of the findings
just discusseds it is reasonable to speculate that the
relationship between music sophistication and processing is
med iated by other contextual factirs, like familiarity, and that
an omnibus test of that relationship without controlling for its
mediators is likely not to find evidence of it.

Perhaps the most important caveat for future tests of the
cognitive contribhution to affect is proper specification of the
path taken by processing. 0ne of the tenets of information
processing theory is that processing is highly context—-specificy
with results potentizlly being mediated by a variety of
situational and cther factorss. The disadvantage of such
specificity may be the apparent riskintss of proposing that
effect A will occur only under conditions Xy Y and ZI. The
ardjvantages howevery is that any study able to specify and then
support so statistically improbable a model will have provided
strong support for theory. Future inquirers are encouraged to

take that riske.

)
foud
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‘" Table 1

Maean Familiarity Ratings of Songs
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Songs Moan
"Familiar™ Songs (oversll) 1.15
I Wanna Nance With Somehody 1.12
Here I Go Again lelR
Gelt Juta My Nreams 100
Need You Tonight 1.44
Father Figure 1.19
Got My Mind Set "n You 1.00
"Unfamiliar® Songs overall 3455
Common Ground 3.556
Copy Me 369
Burning In Her Fire 3459
for Tonight 294
Harmony 3«50
Anything Can Happen 374
I'm sure T have heard the song before
I'm sure I have NOT heard the song bhefore

:(J i

Standard

Neviation

«71
«?3
«H0
«A0
93
«H3

25

N

99

17

1?7

15

16

16

17

97

16

16

16

16

16

17
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Table 2

Reliability Agreement Coefficients: npen-£nded Items

Reasons for
Thoughts Fe2lings Dis/Liking
feference to stimulus event +78 «70 -2
Reference to music elemenr(s) «87 25 A1

a not applicables reference to stimulus event assumed

oo
o3
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' Table 3

Music Sophistication Principal Components/Varimax Factor Analysis

Commun-— Partici- Involve-
Variable ality pation ment
Years played in group «58 o768 N2
Play musical instrument «546 «75 —ef16
Number of records owned <40 62 el4
Numbar c¢f concerts attended «59 «58 50
How often listen to music «54 -«02 «73
How often discuss music 52 «27 «67?
How often watck music videos 42 -.N3 64
How often read about music «57 48 258
Figenvalus 284 134
Pcts of variance 35e5% 16 7%

N=195h

[ wd
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Table &
Number of Thoughts regressed upoen Questionnaire NOrder

and Music Sophistication Factors for "Familiar™ Songs

VARTARLE R2 F F
Step =ntered Rata In Change Change Fquation
1 Or'de!‘ ] 2‘5* e')6 6.02* 600?*

2 participation oll

involvement o 28%% «N9 & o57% Sa? %%k

N='92 L3 p.(.OI % po<.05
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* Table s
Number of Feelings re-qressed upon Questionnaire Order

and Music Sophistication Factors for "Familiar® Songs

VAR TABLE R2 F F
Step Entered Reta In Change Change Equation
1 order - 02 «00 0.05 0.05

2 participation « N1

involvement o156 «03 122 O.R3

N=92 *% pa<anl * peadeNs

o

1
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Number of Thoughts regresse! upon Questionnaire Ordery

Music Sophistication Factors

and Familiarity for All Songs

VARIABLF
Step #Entered
1 order
2 participation

involvement

w

familiarity

N=186

RQeta In

) 26**

06

« 00

e ’.8*

R2 F

Change Change

«07 1338%%
«0l +68
2N3 6430%
k% po<001

F
Fquation

13 &3 8%%

% o 90 ¥%

5 o3 %%

e po’(.ns




[ ]

Table 7
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Number of Feelings regressed upon Juestionnaire Nrder,

Music Sophistication Factors and Familiarity for Al1 Songs

VARTABLE
Step FEntered Reta In
1 order .

2 participation =-.06

involvement «01
3 familiarity —e 09
N=186

n2
Change

+01

+00

«01

F F
Change Equation
273 273
D32 1.12
1449 1.71

Jdo
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Taﬁle f
Number of Reasons for Liking/Disliking regressed upon Music

Sophistication Factors and Familiarity for All Son7s

VARIABLE P2 F £
Step Fntered Beta In Change Change Fquation

1 participation 30 K%

involvement « 06 209 Qo 27%X% 92 7
2 familiarity —a 21 %% N4 B e 95 %% P fpF Ak
N=186 dode Pe<e01l * p.’..OS
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Table 9
Likert Ttem Post-Hoc Principle Components Factor Analysis with

Var imax Rotation

Commun~- "usic Fxperience
Variable ality Focus Focus
How much thought abouteece
rhythm e73 «85 -el3
mel()dy »6% .81 .15
memories «52 «02 .72
1yric5 28 ~ell —eB?
friends «22 -.011 47
ot her ar‘ti sts 23 24 ~elt1
Eigenvalue 1e45 1,21
Pcte of variance 24,1% 20e2%
4
d0
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Table 10

Hypothesis Three: ANAOVA: Alternative Test Nne
Dependent: Fxperience focus factor score

Independent: Familiarity

Meand> <SeDe> <N>
"Familiar” Sonfgs 26 37 99
"Unfamiliar” Songs —e 27 37 96

ANOVA F: 1&4e34%%

%k pe<e(l

(Why

O
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‘Table 11
Hypothesis Threes AMNVA: Alternative Test Two
Dependent: Music focus factor score

Independent: Familiarity

<”Pan> <SeNe> <N>
"Familiar® Sonns -e16 «95 92
"Unfamiliar” Songs «17 1.02 946

AMDVA F: 5.,3n %

% Pe<e 05

dr




