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Affective musical experience in response to chosen music was investigated in 

order to explore musical qualia, using Wicklund and Vida-Grim’s (2004) concept of 

bellezza to guide predictions. It was hypothesized that during an aesthetic response 

characterized by bellezza music listeners would experience openness to multiple sensory 

dimensions, absorption in the experience, desire to continue, and transformation of time. 

In order to create a state of bellezza, participants (N = 91) were asked to choose a song to 

listen to, which they felt they could “just keep listening to” for its own sake. Then, half of 

the participants were randomly assigned to one of two experimental conditions, in which 

bellezza was either induced through music listening or inhibited by a hunger salience 

manipulation that accompanied the music listening. Manipulation checks revealed that 

the hunger salience manipulation was not strong enough, and hypotheses concerning 

attentional breadth, desire to continue, and transformation of time were not supported; the 

results concerning absorption was only trending toward significance. There were also two 

non-significant trends indicating that participants in the bellezza condition were more 

likely to use metaphors in their drawings to represent what they had experienced during 

music listening and that they were more likely to take the perspective of the song writer 

or song character compared to those in the bellezza inhibited condition. Exploratory post-

hoc analyses revealed significant effects on the “loss of self-consciousness” subscale of 

Jackson and Marsh’s (1996) Flow State Scale, a non-significant trend toward a difference 

in goal orientation between conditions, and a significant interaction effect showing 

participants in each condition rated different musical characteristics as most important to 

their enjoyment of the music.  
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Introduction 

 

 

 

 When describing musical experience, one of the most salient components of 

experience is the affective experience, or the experience of emotion in response to music. 

Within the affective dimension of musical experience, both felt affective responses to 

music and perceived emotional expression of a piece of music are relevant (Zentner, 

Grandjean, & Scherer, 2008). Although identifying the intended emotional message or 

meaning of the piece is an important part of a musical experience, felt responses to music 

constitute an equally important component. The current study focused on exploring felt 

affective responses elicited by music. To do this, Wicklund and Vida-Grim’s (2004) 

concept of “bellezza” was used as a framework to conceptualize aesthetic responses to 

music. The goal of the current study was to conduct an exploratory investigation of the 

characteristics and antecedents of bellezza in a music listening context.  

According to Scherer (2004), emotions that are most likely to be elicited by 

musical antecedents belong to a different “category” of affective states than those 

emotions elicited by everyday life antecedents. Scherer contrasted between what he 

called “utilitarian emotions” and “aesthetic emotions” when drawing a distinction 

between garden variety emotions and the subtler and more varied emotions commonly 

reported as responses to music. Scherer’s category of “utilitarian emotions” refers to a 

category of affective states that corresponds to “basic” emotions such as anger, 

happiness, sadness, fear, disgust, and surprise, which are thought to be evolutionarily 

adaptive responses to situations encountered by members of a particular species, and 
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serve to meet an individual’s goals and needs for personal well-being. “Aesthetic 

emotions,” on the other hand, are characterized by Kant’s “disinterested pleasure,” which 

Scherer pointed out requires the absence of goal considerations (Scherer, 2004). For 

Scherer, appraisals in aesthetic emotions relate to the form of the stimulus itself—

aesthetic properties such as forms and relationships are the subjects of appraisal, rather 

than the bearing of a situation on an individual’s goals or well-being. The aesthetic 

emotion “category” includes feeling states such as wonder, transcendence, or awe. 

Scherer considered the goal relevance dimension as the primary distinction between 

“aesthetic” and “utilitarian” emotions. Because of this distinction, and the variety of 

feeling states the “aesthetic emotion” category seems to encompass, Scherer (2004) 

argued for a more explicit consideration of the inner, subjective experience of emotions 

felt in response to music. Researchers have termed these subjective experiences “qualia” 

(Scherer, 2004; Zentner, 2012).  

To describe musical qualia, researchers have suggested new models such as the 

theory of aesthetic emotions, which takes into account the variety among affective 

responses to music (Scherer, 2004; Zentner et al., 2008). Related to the concept of 

aesthetic emotions is Wicklund and Vida-Grim’s (2004) concept of “bellezza,” defined as 

a feeling of aesthetic pleasure derived from the visual, acoustic, olfactory, and tactile 

qualities of other people. Similarly to “aesthetic emotions” characterized by disinterested 

pleasure, experiencing bellezza requires an absence of pressing drive states or strong 

motivations. Although bellezza as a concept describes interpersonal relations, its 

emphasis on aesthetic response and its similarities to other theories of aesthetic emotions 
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make it suited to describe musical experience as well as interpersonal interactions. It also 

makes some novel predictions regarding the qualia of an aesthetic response. Therefore, 

the proposed study will use the concept of bellezza to investigate affective musical 

experience.  
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Bellezza 

 

Wicklund and Vida-Grim (2004) defined bellezza as a feeling of aesthetic 

pleasure derived from the visual, acoustic, olfactory, and tactile qualities of other people. 

In interpersonal relations, the experience of bellezza also involves perspective taking, so 

that someone who experiences bellezza in response to another person can determine how 

to “offer” bellezza to the other person in return.  

Each individual in a conversation involving bellezza pays attention to the other as 

a whole person, beginning with all sensory characteristics and then the other’s 

perspective, instead of only focusing on pure “information exchange” for goal 

fulfillment. The offering of bellezza requires each individual to know what the other will 

find aesthetically pleasing. Bellezza involves attending to a wider range of information at 

once, across multiple sensory dimensions (visual, auditory, tactile, olfactory). As people 

attend to more sensory information offered by a stimulus, they engage in what Wicklund 

(2005b) calls “participation in sensorial experience.” This sense of engagement or 

absorption in an experience differentiates bellezza from a non-aesthetic experience 

common in daily life. The feeling of aesthetic pleasure in bellezza provides motivation to 

continue the experience; that is, a bellezza experience is self-perpetuating, and the 

experience provides motivation in and of itself.  

The experience of bellezza is thus characterized by a desire to continue, openness 

to multiple sensory dimensions, and engagement, or absorption in the experience. In 

addition, it can be associated with any positive or negative emotion. For example, a well-
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planned aesthetically pleasing funeral can elicit bellezza as well as a beautiful wedding 

party (Wicklund & Vida-Grim, 2004). To illustrate bellezza, Wicklund and Vida-Grim 

(2004) gave an example of a chance encounter between a man and a woman waiting in 

line at a coffee shop. In a rough paraphrase of this example, the woman might make a 

comment to the man about the weather, at which time the man notices a certain quality in 

the woman’s voice that he finds pleasing and interesting. The man begins paying closer 

attention to the woman, and engages in perspective taking to formulate his response in a 

way the woman will find pleasing—he might change his vocal inflection, posture, and so 

on. The woman might then find the man’s presentation of himself aesthetically pleasing, 

and strive to continue the exchange by offering bellezza in return. As long as the man and 

the woman are engaged in this exchange of giving and receiving bellezza, the experience 

will tend to continue because the aesthetic sensory experience provides the motivation to 

continue the conversation. As the conversation continues, the two individuals’ attention 

might extend to more sensory domains, such as the perfume or cologne worn by each 

individual, visual appearance, and other aspects simultaneously. 

 

Bellezza in Music Listening 

As noted previously, the emphasis on aesthetic, sensory experience in bellezza 

makes the theory suited for describing a music listening experience. To illustrate how this 

theory might be applied to a music listening context, consider an example parallel to 

Wicklund’s coffee shop example. A person in the same café might be standing in line and 

their attention wanders to the music being played on the café’s radio. When a new song 
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comes on, the person might notice something about the song that captures their attention. 

Perhaps the opening passage played by the guitar has a pleasing melody or harmony, and 

the person attends to this aspect of the song. As the song progresses, the person might 

expand their attention to the timbre of the singer’s voice, the lyrics, the rhythms in the 

song, and various other characteristics of the music. As long as these stimuli continue to 

offer aesthetic pleasure, the person will want to keep listening to the song. This person 

might even begin to pay attention to the intentions of the musicians or songwriters that 

are behind the writing and performance of the song. In this example, several 

characteristics of bellezza have appeared: absorption, desire to continue the experience, 

openness to multiple sensory dimensions, and perspective taking. Depending on the song 

and the individual, the person might have experienced positive or negative aesthetic 

emotions in conjunction with the bellezza experience. 

Music listening is a step removed from the dynamic of offering and receiving 

bellezza in a face-to-face conversation, however the perspective taking element is not 

entirely removed. Listening to music provides an opportunity for perspective taking with 

the creators of the music, as music is a carefully prepared, well-thought-out form of 

human communication between musician and audience. Musicians usually intend to 

communicate some form of message in their music, even if it is merely a mood or 

emotion. Their audience receives the sensory stimuli produced by the musicians and 

attends to emotional expression, and interprets the music. Nieminen, Istok, Brattico, 

Tervaniemi, & Huotilainen (2011) discuss literature on theory of mind as a component of 

aesthetic response. The authors define theory of mind as the ability to infer mental states 
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or intentions in the self or others. Theory of mind may involve perspective taking, 

suggesting that theory of mind and perspective taking are conceptually related. Parsons’ 

(1976) cognitive-developmental theory of aesthetic response states that beginning in 

preadolescence, listeners begin using the artist’s intentions as a criterion in aesthetic 

judgment, in order to interpret what is important about the work of art (cited in Nieminen 

et al., 2011). Koelsch (2013) reviewed neuroscience literature which found that the 

“theory of mind network” within the anterior medial frontal cortex (involved in mental 

state attribution) is activated when listening to music. In addition, the “social functions” 

served by music include “co-pathy,” defined as a sharing of feelings among a group, and 

communication (Koelsch, 2013). Interpretation of music by listeners offers an 

opportunity for imagining the perspective, thoughts, and feelings of the singer or 

instrumental group based on the sensory information being conveyed. Watt and Ash 

(1998) also suggest that listeners can imagine a “virtual person” evoked by the music. 

When they asked participants to attribute personality traits, gender, and emotions to 

experimenter-selected music in a forced-choice paradigm, there was considerable 

agreement among the participants as to which traits should be assigned to each piece of 

music. These findings thus suggest another possible way in which perspective taking may 

occur in music.  

Music listeners can experience the desire to continue the “interaction” with the 

music by seeking out more music by the same artists, or finding more information about 

the artists and what they intend their music to communicate. The musicians themselves 

might receive bellezza from groups of fans at live performances. Because music 



8 

 

 

 

communicates a human-created message through non-verbal auditory stimuli, music is 

both a sensory and a social domain; therefore, music listening potentially offers the 

opportunity to experience bellezza in both its sensory stimulation and perspective taking 

aspects. 

 

Requirements for Experiencing Bellezza 

How and why does a bellezza experience occur? Bellezza is an elusive, 

unpredictable state, but Wicklund and Vida-Grim (2004) did specify certain 

requirements, or prerequisites for experiencing bellezza. The first requirement is 

education and exposure, that is, some knowledge of the stimulus that is to provide a 

bellezza experience. In the interpersonal relations example, the man and the woman have 

been exposed to cultural norms of how people present themselves in public and what is 

considered acceptable and desirable conduct and attire. In the music listening example, 

the person has been exposed to musical stimuli continuously over a period of years, and 

thus has considerable knowledge of what “good” music sounds like. This type of 

knowledge is essential for an individual to appreciate the aesthetics and nuances of each 

stimulus and experience bellezza.  

The second major requirement for experiencing bellezza is the absence of 

pressing drive states, such as hunger, goal achievement, or need to prove self-worth. Such 

drive states compete with bellezza and narrow attention to exclude peripheral cues 

(Easterbrook, 1959; Gable and Harmon-Jones, 2010). Thus, if the person in the coffee 

shop is in a hurry to get to work, he or she will not notice the sound of another person’s 
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voice, the color of their hair, or any musical characteristics of the song on the radio, and 

bellezza will not occur. In order for bellezza to occur, a person has to be open to it 

through education and experience, and by being free of a pressing drive state. 

 

Hunger as an Inhibitor of Bellezza 

 Wicklund and Vida-Grim (2004) stated that pressing drive states, such as hunger, 

inhibit the experience of bellezza. Hunger as a motivational drive state creates an 

attentional bias toward food cues and a desire to seek food (Green, Elliman, & Rogers, 

1996; Mogg, Bradley, Hyare, & Lee, 1998). Green et al. (1996) found that hungry 

participants showed impairments in color-naming food words in comparison to food-

neutral words, suggesting an attentional bias toward food cues in hungry participants. 

Mogg et al. (1998) employed a dot probe task to assess selective attention for food words. 

Two words were shown, one in the upper half of a computer screen, and the other in the 

lower half, and a dot probe appeared next to one of the words for each trial. Participants 

had to indicate whether the probe was in the upper half or the lower half of the screen, 

and their reaction times were measured. Hungry participants took longer to detect the dot 

probe when it was in a different position from the food words, whereas this effect was not 

detected among sated participants. Consistent with previous literature on motivational 

intensity (Easterbrook, 1959; Gable and Harmon-Jones, 2010), hunger as a pressing drive 

state focuses attention on cues relevant to the motivational state, thus inhibiting the 

openness to multiple sensory dimensions and broadened attention associated with 

bellezza. 
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 Piech, Hampshire, Owen, and Parkinson (2009) found that hunger inhibits 

cognitive flexibility, or the ability to shift attention among multiple “perceptual 

dimensions.” Participants completed a set shifting task in which they were asked to 

respond to the correct target until they were told that it was no longer the target. The 

change was either within the same dimension (building to building) or to a different 

dimension (building to face). The number of set shifting errors was tracked for each type 

of error (intradimensional or extradimensional, respectively). Prior to the task, 

participants were either hungry or sated (fasting manipulation), and were shown either a 

presentation of food-related pictures or of food-neutral pictures (desire manipulation). 

The fasting manipulation alone and the desire manipulation alone both increased the 

number of extradimensional errors. The fasting manipulation and the desire manipulation 

together increased both extradimensional and intradimensional errors. These findings 

provide further evidence that hunger inhibits openness to multiple sensory dimensions, 

because both physiological hunger and desire inhibited participants’ cognitive flexibility, 

or their ability to shift between dimensions. In the context of bellezza, this would mean 

hungry participants would be most likely to stay focused on one sensory dimension rather 

than shifting to attend to multiple dimensions. 

 The previously reviewed research identified a distinction between the 

physiological state of hunger and the subjective experience of hunger; it is possible to be 

deprived of food and not feel hungry. For example, Green et al. (1996) found that 

subjective hunger was not strongly related to time since last meal or the nutritional 

content of the caloric preload given to participants before the Stroop task. Performance 
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on the Stroop task was related to self-reported hunger. In addition, Mogg et al. (1998) 

found that participants in the fasting and non-fasting conditions overlapped on their 

hunger scores; on a seven-point scale, non-fasting participants’ ratings ranged from 1-5, 

while fasting participants’ hunger ratings ranged from 1-7. Again, performance on the dot 

probe task was related to self-reported hunger. Piech et al. (2009) found that the desire 

manipulation with food pictures produced a greater effect on cognitive flexibility than the 

fasting manipulation. The authors cited previously concluded that the subjective feelings 

of hunger mediated the motivational effect of biological hunger on attention (Green et al., 

1996; Mogg et al., 1998; Piech et al., 2009). 
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Musical Qualia 

 

 Researchers have defined musical qualia in several ways (Scherer, 2004; Zentner, 

2012). Zentner (2012) defined qualia as inner subjective experiences unique to each 

individual, also called “raw feels.” These qualia have rich implicational meaning, 

characterized by a multi-modal experience in which many domains of experience are 

synthesized as a response to a certain stimulus. In music, multi-modal experience can 

encompass multiple sensory domains—listeners can experience visual imagery in 

response to music, attend to auditory stimuli produced by musicians, experience 

autobiographical memories triggered by associations with a particular piece, attend to 

emotional meaning and felt responses, and so on.  

Because music is a particularly rich stimulus, the implicational meaning of a 

music experience is potentially quite complex. Similar to this idea of implicational 

meaning, Scherer (2004) described the subjective feeling component of emotions as a 

synthesis of all other components of the emotion (physiological arousal, motor 

expression, behavior preparation, and cognitive processes), as described by the 

componential approach to emotion. Each component of a musically induced emotion 

corresponds to a different domain of affective musical experience. For example, tense, 

dissonant music might cause listeners’ muscles to tighten (motor expression), their heart 

rates to increase (physiological arousal), and cognitive processes such as evaluations of 

liking or disliking to occur. A subjective feeling of unease might arise as a synthesis of 

the other emotion components. All of these changes represent parts of a multi-modal 
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experience encompassing a variety of physical and cognitive domains. Each of the 

changes in emotion components also carries meaning, which is synthesized with the 

meaning of all other components to create overall implicational meaning. Therefore, in an 

affective response to music that carries implicational meaning, subjective feeling is likely 

to play a prominent role in synthesizing all the dimensions of multi-modal experience.  

 

Aesthetic Emotions as Musical Qualia 

 Some emotion theorists have suggested creating a separate category of “aesthetic” 

emotions, which unlike basic emotions, do not prepare goal-oriented and adaptive 

responses and do not contain appraisals of goal-relevant events (Scherer, 2004). Scherer 

(2004) suggested that aesthetic emotions differ from everyday emotions in that the 

appraisal process in aesthetic emotions does not concern goals or well-being, but rather 

appreciation of intrinsic qualities of a visual or auditory stimulus. In addition, these 

emotions are often less intense, and changes in physiological and behavioral preparation 

components are less intense and less synchronized (Scherer, 2004). Seemingly the most 

salient component of the aesthetic emotions is the subjective feeling component. Scherer 

(2004) claimed that the subjective feeling component of emotion reflects changes in all 

other components, including physiological, motor expression, behavior preparation, and 

cognitive processes.  
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Measuring Musical Qualia 

 Zentner and colleagues (2008) conducted an ambitious attempt to characterize 

musical qualia by measuring aesthetic emotions. Beginning with an open-ended 

approach, the authors gave a list of 515 emotion labels to participants for rating. Many of 

these labels were poetic or metaphoric in nature, because the researchers were attempting 

to create an empirically measurable language suitable for capturing implicational 

meaning and describing musical qualia. In three separate sessions, participants rated 

which emotion labels they would choose to describe their emotional responses to music 

listening. Participants rated items on the list that described a piece of music that affected 

them in any way. Participants’ responses were used to construct a nine-factor model of 

musical emotion through confirmatory factor analysis--the Geneva Emotional Music 

Scale (GEMS). This scale was then validated by having participants rate their affective 

responses to music using a discrete emotion scale, a dimensional emotion scale, and the 

GEMS scale. Participants rated the GEMS scale as the most accurate in describing their 

emotions, and the GEMS scale showed the most rater agreement. Due to the degree of 

rater agreement, the researchers concluded that the GEMS scale accurately represented 

musical qualia. Listeners who heard similar music provided similar emotion ratings, so 

the conclusion followed that the similar experiences of listeners had adequately mapped 

onto similar responses on the GEMS measure. 

One important characteristic of the emotions measured by the GEMS is their 

tendency to “blend” with each other. Zentner et al. (2008) reported small to moderate 

intercorrelations among the emotions and interpreted this trend as a tendency for listeners 
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to experience multiple emotions at once during a single piece. For example, people who 

feel nostalgia during a Chopin nocturne may also tend to feel wonder, perhaps due to the 

sweeping melodies and skillful chord progressions. Gabrielsson (2010) also reported that 

some participants in the Strong Experiences in Music (SEM) project experienced 

multiple emotions in response to one music piece. Västfjäll (2001) reviewed literature 

that showed that certain musical characteristics are associated with the induction of 

certain moods by the music. Hunter, Schellenberg, and Schimmack (2008; 2010) found 

that music containing conflicting happy and sad cues (i.e., fast tempo and minor key) 

produced mixed feelings in listeners. Perhaps listeners’ attention to multiple sensory 

dimensions within the music drives the experience of blended emotions. This “blending” 

of emotions represents an important finding regarding musical qualia; it supports the idea 

of a multi-modal experience, where implicational meaning is derived from multiple 

sources. In addition, the blending of information from multiple sensory dimensions 

suggests that the concepts of aesthetic emotions and bellezza are related and can be 

integrated to describe musical qualia. Bellezza experience contains certain patterns of 

attention (broadening), a desire to continue, and a transformation of time element and 

non-goal-relevant aesthetic emotions evoked in association with bellezza that can all be 

measured. 
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Bellezza Versus Flow 

 

The psychological process of flow (Csikszentmihalyi, 1990) overlaps somewhat 

with bellezza, since both states represent peak experiences in which individuals are 

absorbed in (or highly concentrated on) an activity or experience and the experience 

provides intrinsic motivation to continue (listening, acting). In addition, both states are 

highly elusive and unpredictable as to when they will occur. Because of this overlap, a 

brief survey of flow studies provides both a useful contrast to establish boundary 

conditions for what bellezza is not, and to provide useful paradigms for studying elusive 

“peak experience” states.  

Jackson and Marsh’s (1996) study focused on developing a scale for measuring a 

flow state. To develop the Flow State Scale, the authors defined nine dimensions of flow 

as proposed by Csikszentmihalyi: challenge-skill balance, action awareness merging, 

clear goals, unambiguous feedback, sense of control, loss of self-consciousness, 

concentration on the task at hand, transformation of time, and autotelic (self-

perpetuating) experience. In addition, the flow state is associated with enjoyment and 

“psychic order”. To create the flow state scale, the authors created items to measure each 

dimension and asked athletes to retrospect on an experience during sports play during 

which they were completely absorbed in what they were doing and which they found 

very enjoyable (the definition of a flow experience).  

An examination of the dimensions measured by Jackson and Marsh reveals that 

some aspects of flow can also be considered aspects of bellezza: namely, concentration 
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(or absorption) and autotelic experience. Bressler and Bodzin (2013), in a study of an 

augmented reality game to enhance science learning outcomes in middle school, found 

that a flash of intensity and sense of discovery is associated with flow. These 

characteristics suggest a vividness of experience similar to that described by Wicklund in 

his work on bellezza. Because of the overlap between flow and bellezza on characteristics 

such as concentration/absorption and autotelic, self-perpetuating experiences, flow and 

bellezza might overlap on the transformation of time characteristic as well. 

However, flow differs conceptually from bellezza in that bellezza requires the 

absence of a pressing drive state (such as a goal), while flow requires the presence of a 

clear goal, which would constitute a pressing drive state. In flow, the emphasis is on 

performing an action, while in bellezza the emphasis is on appreciation of an aesthetic 

experience. Flow creates a “psychic order,” suggesting a focusing of attention, while 

bellezza creates an openness to multiple sensory dimensions and perspectives, suggesting 

a broadening of attention.  

 

Flow in Music Listening 

It should be noted that Csikszentmihalyi (1990) also specified an application of 

flow theory to music listening, and a comparison of the two theories’ explanations of 

music listening experience is illustrative of bellezza’s unique contribution to explaining 

music listening experience. Flow in music involves the skilled use of the body’s senses to 

achieve particular goals during the activity of music listening. Csikszentmihalyi (1990) 

discussed the tendency for modern people, who are overexposed to music every day, to 
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pay insufficient attention to the music they hear. To experience flow in music, a music 

listener needs to do some “ritual” to focus attention on the music—this might include 

choosing a favorite listening chair, dimming the lights, or setting aside a certain time for 

focused music listening. During such a session, a listener who wishes to cultivate 

enjoyment through flow will set goals that increase in complexity as his or her listening 

skills increase. According to Csikszentmihalyi (1990), enjoyment stemming from such 

skills must be cultivated and does not happen automatically—developing discriminating 

taste, hearing, or vision, etc. is a requirement for experiencing flow through the senses. 

Csikszentmihalyi (1990) defined three types of music listening, presented as 

progressive stages in an intentional, goal-directed music listening session during which a 

listener is likely to experience flow (pp. 110-111). During the first stage, the goal is to 

simply respond to the sensory qualities of the sound of the music. During the second 

stage, analogic listening, the goal is to evoke feelings and images based on the sounds. 

The third stage, analytic listening, requires a high degree of musical exposure and 

knowledge, and involves evaluating structural and acoustic components of music 

performances in relation to other pieces of the same genre or time period. 

Flow in music listening shares similarities with bellezza. The acquisition of skill 

related to deliberately appreciating an aesthetic stimulus overlaps with the education and 

exposure requirement of bellezza. The three stages of music listening correspond to 

increasing levels of musical comprehension, which is also required to experience bellezza 

in response to music. The cultivation of this musical comprehension is the foundation of 

aesthetic experience in either flow or bellezza, and the aesthetic experiences in flow and 
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bellezza follow similar patterns. For example, both flow and bellezza predict appreciation 

of the same aspects of the music, and flow in sensory experience shares the feeling of 

aesthetic pleasure with bellezza. Art connoisseurs interviewed by Csikszentmihalyi 

(1990) reported intense feelings like a “shock,” or being hit with cold water, as well as a 

sense of epiphany when they encountered particular works of visual art. Experienced 

music listeners could conceivably have these aesthetic experiences while listening to 

music as well.   

Flow experiences in music listening differ conceptually from bellezza in some 

ways as well. First, a flow experience is driven by goals for the music listening session, 

such as enjoying the sounds of the music or the images it evokes, or even appreciating the 

structural and acoustic components of the music. To the degree that the person’s listening 

skill matches the difficulty of the stimulus and listening goal, flow will occur. Bellezza 

requires an absence of pressing drive states such as specific music-related goals or goals 

unrelated to music, such as hunger. Secondly, a flow experience in music listening 

requires a deliberate focusing of attention. This feature of flow corresponds to the 

absorption dimension of bellezza because it implies concentration on the stimulus. 

However, it does not match the openness to multiple sensory dimensions, and broadening 

of attention, associated with bellezza. Flow appears to be characterized by more 

attentional focus, as well as goal-directedness, than bellezza; flow involves setting a goal 

for an activity and focusing attention on it, while bellezza involves being open to 

appreciating multiple aspects of aesthetic experience. 
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Consideration of a Paradigm for Studying Flow and Bellezza 

Because flow and bellezza are both elusive, unpredictable states, some difficulty 

can be expected when studying either state in a laboratory setting. Studies of flow have 

used retrospective paradigms, asking participants to think of a time when they had 

experienced flow and self-report on that experience (Jackson and Marsh, 1996), or 

experience sampling method (Bressler and Bodzin, 2013). Given the subjective nature of 

musical qualia and bellezza, a similar approach to study such constructs seems 

appropriate. Therefore, a study of bellezza will most likely utilize a paradigm where 

participants choose the stimulus that they think will evoke a bellezza experience for them. 

In addition, components of bellezza, that will be a priori proposed, will be measured 

retrospectively, directly after the stimulus experience. 
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Bellezza Versus Interest 

 

Another intrinsically motivating state sharing some characteristics with both flow 

and bellezza is interest. According to Silvia (2005; 2008), interest is a “knowledge 

emotion,” which provides intrinsic motivation to learn and explore. Silvia (2005; 2008) 

defined interest as an emotion with an appraisal structure, subjective quality, action 

tendencies, and physiological components. According to Silvia (2005; 2008), action 

tendencies of interest are associated with activation, concentration, and approach 

orientation. Appraisals include novelty and complexity, as well as an appraisal of 

comprehensibility, or coping potential. For interest to occur, a stimulus must be 

sufficiently novel and complex, but the individual must also make a coping potential or 

comprehensibility appraisal that he or she has the cognitive resources to make sense of 

the stimulus. 

The appraisal structure of interest differentiates it from bellezza, even though 

certain action tendencies such as concentration and approach orientation overlap to some 

degree. While interest includes appraisals of novelty, bellezza seems to be driven by 

judgments of aesthetic fit between the stimulus and the individual’s personal experiences 

with aesthetic domains and preferences (Wicklund and Vida-Grim, 2004). While this is a 

similar concept to the comprehensibility appraisal in interest, bellezza makes no 

additional requirement of novelty. 
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Bellezza Versus Mindfulness 

 

 Mindfulness shares some similarities with the concept of bellezza, which was 

tested in this study. Bishop Lau, Shapiro, Carlson, Anderson, & Carmody et al. (2004) 

define mindfulness as having two components, self-regulation of attention and orientation 

to self-experience. Self-regulation of attention refers to a meta-cognitive skill, which 

involves sustained attention, attention switching, and the ability to stop elaborative 

thinking in order to maintain an attitude of curiosity and openness toward one’s 

experience. This curiosity and openness describes the nature of the orientation to 

experience. 

 Related to orientation to experience is a concept that Brown and Ryan (2003) 

refer to as “reflective self-awareness,” and is measured in their Mindful Attention 

Awareness Scale. This concept refers to a non-evaluative awareness of one’s thoughts, 

feelings, and actions as they occur within the environment. Lutz, Slagter, Dunne, and 

Davidson (2008) also refer to a “reflexive awareness” of one’s experience that is 

cultivated in a mindfulness meditation technique known as open monitoring.  

The state of mindfulness seems to share similarities with bellezza, especially the 

openness and curiosity about sensory experience. However, bellezza includes, above and 

beyond the openness and curiosity, an aesthetic judgment of beauty, which the non-

evaluative and non-elaborative nature of mindful awareness precludes. In addition, the 

openness of mindfulness is inherently self-focused; the orientation is toward one’s own 

experience of environmental stimuli. The openness in bellezza, in contrast, includes 
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attention to multiple sensory perspectives, including the perspective of both the self and 

the other. 
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The Proposed Dimensions of Bellezza 

 

In the current study, four characteristics of bellezza were measured: (1) openness 

to multiple sensory perspectives; (2) absorption; (3) desire to continue; and (4) 

transformation of time. For predictions of outcomes on these dimensions of aesthetic 

experience made by bellezza and alternative concepts discussed previously, see Table 1. 

 

Openness to Multiple Sensory Dimensions 

Although bellezza often begins with aesthetic pleasure in response to one domain, 

such as visual characteristics of a stimulus, the experience can extend to multiple sensory 

domains, such as auditory, tactile, and visual all at the same time. This characteristic of 

bellezza relates to the multi-modal experience with implicational meaning proposed by 

Zentner (2012). In addition, bellezza can be associated with either positive or negative 

emotions, and this variety mirrors the variety among experiences of aesthetic emotions. 

Thus, bellezza in response to music might create openness to multiple aspects of the 

musical experience, including a widened range of emotion “blends” as responses.  

 

Absorption 

As attention expands to include more sensory domains, individuals will engage in 

what Wicklund (2005a; 2005b) calls “participation in sensorial experience.” This sense of 

participation and engagement with multiple dimensions of a sensorial experience will be 

referred to as absorption. Absorption differs from the concentration experienced in flow, 
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because in flow experiences attention is focused on sensory dimensions that are relevant 

to the activity being performed, whereas in bellezza the attention is broadened to include 

more sensory dimensions of a pleasurable aesthetic experience. However, in bellezza, as 

in flow, people attend to the object or activity more intensely than they would in a non-

aesthetic experience. 

 

Desire to Continue 

When individuals are absorbed in the aesthetic experience, the aesthetic qualities 

of the experience provide intrinsic motivation to continue to attend to the various sensory 

stimuli.  

 

Transformation of Time 

In addition, because bellezza overlaps with the concept of “flow,” it is possible 

these two peak states share a characteristic known as “transformation of time” (Jackson 

& Marsh, 1996), wherein individuals lose track of time passing as they participate in the 

sensory experience afforded by the aesthetic stimulus. 

 

Table 1. Predictions on proposed dimensions of aesthetic response by alternative theories 

 Openness Absorption Desire to continue Transformation of Time 

Bellezza High High High High 
Flow Low High High High 
Interest Low High High High 
Mindfulness Low High High High 
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Overview of the Study 

 

Because the concept of bellezza has not yet been empirically investigated, the 

purpose of the present study was to conduct the first exploratory investigation of the 

characteristics and antecedents of bellezza in a music listening context. This study used 

theoretical predictions regarding bellezza as well as previous research on other peak 

experiences, such as flow, as a basis for its predictions. Differences along the four 

previously mentioned theoretical dimensions of bellezza were investigated with a 

comparison between a situation in which a bellezza state was created and a situation in 

which it was inhibited.  

This comparison provided initial findings regarding the characteristics of an 

aesthetic bellezza experience in music listening. The situation in which bellezza is 

presumably absent due to the experimental manipulation  provided a basis to analyze how 

a bellezza experience differs from other “non-aesthetic” experiences. It was hypothesized 

that in a music listening situation in which bellezza occurs compares to the condition in 

which bellezza is inhibited, listeners would experience (1) greater openness to multiple 

sensory perspectives; (2) more absorption in the experience; (3) greater desire to 

continue; and (4) an altered sense (transformation) of time. Table 2 includes the 

predictions for these four psychological dimensions as assessed by the various measures 

described in the Method section. 
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Table 2. Predictions for the differences on measured variables as a function of the 

experimental manipulation 

Condition Drawinga GEMSa Writtena Time 

Est.c 

Musical 

Cha 

Flow 

Scalebcd 

 

Bellezza High High High High High High 

 

Inhibited 

B. 

Low Low Low Low Low Low 

a measures openness to multiple sensory dimensions 
b measures absorption 
c measures transformation of time 
d measures desire to continue 
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Method 

 

Participants 

 University of Wisconsin Oshkosh undergraduate students (N = 91) participated in 

the study for course credit. Twelve participants total were excluded from the analysis; 

five were excluded because of suspicion of the hunger salience manipulation, five were 

excluded because they did not follow fasting instructions, and two were excluded because 

they were univariate outliers on the estimation error dependent variable and on an index 

of drawing uniqueness. To determine whether participants were univariate outliers, z 

scores were calculated within each condition, and participants with a z score greater than 

or equal to 3.29 were determined to be outliers. Five participants were excluded from the 

bellezza condition, and seven were excluded from the inhibited bellezza condition. The 

remaining participants (N = 79) were included in all analyses. 

  

Procedure 

The design of the study included two experimental conditions, one in which 

bellezza was induced in response to a music selection, and one in which bellezza was 

inhibited through the presence of a pressing drive state while the music is playing (See 

Appendix R for procedural flow chart). All participants were instructed to not eat for four 

hours prior to participating in the study, to aid in the creation of a pressing drive state. 

Participants were randomly assigned to conditions and tested individually. The 

experimenter met participants at the room in which the study took place. The room 
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contained a desk, two chairs, and a laptop computer. Two copies of the informed consent 

form and an introduction sheet were on the desk (See Appendix A). Participants read the 

informed consent and introduction alone, and signed one copy of the consent form if they 

chose to participate.  

The experimenter returned and explained that the purpose of the current study is 

to explore mental imagery occurring in different sensory areas. Participants were told 

they might be randomly assigned to up to two mental imagery tasks. Prior to beginning 

the first task, they were instructed to write the name and author of a favorite song that 

they “enjoy very much and could keep listening to for its own sake.” 

 

Manipulation of Pressing Drive State 

To create the pressing drive state to inhibit bellezza for half of the participants, a 

hunger salience manipulation was employed. Once participants have made their music 

selection, the experimenter returned with a laptop computer, a set of headphones, and a 

second object which varied depending on the experimental condition. Participants were 

told the second object may be used in the second task, if assigned. In the bellezza 

condition, the second object was a packet of questionnaires. In the inhibited bellezza 

condition, the second object was a small plate with three pieces of chocolate on it. 

Participants were directed not to use either object until they are instructed to do so. After 

the presentation of the experimental manipulation, participants completed a short mood 

questionnaire which includes a question about how hungry they feel (Appendix D).  
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Bellezza Instigation 

Once participants have completed the mood questionnaire after the presentation of 

the experimental manipulation, the researcher returned to the room with an instruction 

sheet for the auditory mental imagery task. Participants instructed to find a recording of 

the music selection they had previously written, using an online radio station. To instigate 

bellezza, participants listened to their music selection once, then completed self-report 

measures to report on their experience.  Headphones were provided and participants were 

instructed to use them while listening to chosen music. 

 

Measures 

Immediately after listening to the musical piece, participants were asked to 

complete questionnaires measuring the following dependent measures, in the order listed 

below. For predictions regarding outcomes on these measures, see Table 2. Participants 

were first given an envelope containing the two open-ended qualitative measures and one 

questionnaire to measure musical aesthetic emotions. After listening to their music 

selection, participants completed the tasks in the envelope. Instructions on the open-

ended measures told participants to spend approximately five minutes on each task, 

however there was no clock in the study area. The experimenter waited for a maximum of 

thirty minutes after the music listening began. If participants did not finish the first packet 

after thirty minutes, the experimenter knocked on the door and collected the first packet 

from those participants. No participants took longer than thirty minutes to complete the 

openness measures. Participants were given a second envelope containing the remaining 
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questionnaires. Once the questionnaires were completed, participants were debriefed and 

thanked for their participation. 

Open-ended drawing response. To assess multi-modal experience, broadening 

of attention, and openness to multiple sensory perspectives, participants were given a set 

of colored pencils and asked to draw something that represents the feelings, thoughts, or 

images that crossed their minds while listening to the music. Because bellezza is 

associated with openness to multiple sensory dimensions and broader attention, it was 

expected that bellezza predicted different perceptual styles, and that these different styles 

might map onto different styles of drawing.  

Masuda, Gonzalez, Kwan, & Nisbett (2008) found that East Asian participants’ 

cultural preferences for attending to more social information corresponded to an artistic 

preference for viewing and drawing pictures with more context inclusiveness. Bellezza is 

also associated with attention to social and aesthetic information, such as another 

person’s perspective, attire, manner of speech, and so on; musical bellezza is thought to 

extend attention to musical characteristics and other dimensions of implicational 

meaning. Therefore, people experiencing bellezza should also prefer to draw pictures that 

include more contextual information and richer meaning than those not experiencing 

bellezza. The proposed drawing response is adapted from Masuda et al. (2008). To 

measure context inclusiveness of the pictures, it was intended that a ratio of the horizon 

area to the page area, as well as a ratio of the area of the largest object depicted to the 

area of the page will be calculated. These ratios provide objective measures of how much 

space the participant has left on the page for contextual information, and to what extent 



32 

 

 

 

the participant is focused on a specific object at the expense of contextual information. 

However, once the drawings were collected, it became apparent that not all participants 

drew pictures that could be coded with respect to horizon, and proportion of the main 

figure to the page. New coding procedures were devised. As measures of how much 

contextual detail was included, the number of objects in the picture was counted, the 

number of unique object types were counted, and the number of colors used in the 

drawing was counted. Presumably, more colors used indicates a more refined attention to 

“peripheral characteristics” of the objects and the scene, analogous to the color of a 

person’s hair or the smell of their perfume. The presence of a metaphor in the drawing 

was added as a measure of cognitive flexibility. For the purposes of this analysis, 

metaphor was defined as an object that was a symbol rather than a representation of a 

concrete, real world object. In addition, the number of elements in the picture that came 

from the song and that did not come from the song were included as another measure of 

cognitive openness. The picture was also coded for positive, negative, or neutral valence 

on a 10 point scale. (See Appendix P for coding sheet). 

Geneva Emotional Music Scale. The Geneva Emotional Music Scale (Zentner, 

Grandjean, & Scherer, 2008) was used to measure participants’ emotional experience. 

Emotion labels measure nine factors of aesthetic emotion. Aesthetic emotion factors and 

some corresponding labels include Wonder (happy, amazed, dazzled), Transcendence 

(inspired, spiritual, thrills), Tenderness (affectionate, sensual), Nostalgia (sentimental, 

dreamy, melancholic), Peacefulness (calm, relaxed, meditative), Power (energetic, strong, 

heroic), Joyful Activation (stimulated, joyful, amused), Tension (agitated, nervous, 
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irritated), and Sadness (sad, sorrowful). Participants were asked to circle all labels that 

describe their emotional experience during music listening, and then, on a separate sheet, 

rate the intensity of each emotion they checked.  

To assess the extent to which blended emotions are present, the weighted sum of 

the emotions present and the weighted sum of the intensity ratings given to the GEMS 

emotions were computed. The Geneva Emotional Music Scale contains nine factors with 

associated emotion labels, with the intensity of each emotion label rated on a 10 point 

unipolar scale (0 = Not at all, 9 = Extremely).  

Open-ended written response. To address the difficulties of accessing qualia, or 

subjective experiences during music listening, a novel open-ended response format 

measure is proposed similar to one described by Gabrielsson (2010), used in past studies 

on strong experiences in music (SEM). For the present study, participants were asked to 

write what they were thinking about while they listened to the musical piece. The 

responses were coded for the number of ideas written about to assess the expansion of 

attention and the broadening of thought repertoire. To identify sentences which convey 

different ideas, sentences were  categorized as containing visual, auditory, tactile, 

olfactory, and taste information, and each musical characteristic and emotion mentioned 

was also counted as a separate idea. In cases where two sentences of the same category 

refer to different events or objects, they were counted as separate ideas. For example, if 

one visually-oriented sentence refers to a participant’s memory (i.e., an event) associated 

with the song and another visual sentence describes a color association with the song, 

they were counted as separate ideas. 
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Estimation of time. Participants will be asked to estimate how long they felt like 

they were listening to the song. Their responses were compared to the actual length of the 

song, and the absolute value of the difference between the two times was used to assess 

the degree to which time perception altered during the music listening. 

Musical characteristics questionnaire. Participants rated their music listening 

selection on the characteristics they perceive in the music, and how important they 

perceive each characteristic to be for their enjoyment of the music. They were asked how 

important the rhythm, tempo, consonance or dissonance, mode, melody, harmony, and 

pitch, pitch range, and flow of the music are to their enjoyment of the song, rated on a 10-

point Likert scale (0= Not at all, 9 = Very much). The mean importance rating for all 

characteristics was taken as a measure of how much attention participants paid to the 

musical characteristics. For the purpose of analysis, an experimenter rating sheet was 

intended to be used to rate the extent to which each music selection has the 

characteristics, and these ratings would be used as covariates to control for effects of the 

musical characteristics on the other dependent variables (See Appendix O). However, to 

simplify the analysis and include fewer covariates, the experimenter ratings were 

collapsed into a more global “valence” category, which was rated on a 10 point scale, 

from 0 (very negative) to 9 (very positive). The valence dimension captures musical 

characteristics such as tempo, rhythm, mode, key, and harmony.  

Flow State Scale. Subscales of the Flow State Scale (Jackson & Marsh, 1996) 

were used to assess absorption (“My attention was focused entirely on the music”), desire 

to continue (“I loved the feeling of listening to the music and want to capture it again”), 
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and transformation of time (“It felt like time stopped while I was listening to the music”). 

Questions are rated on a 10-point likert scale (0= Not at all, 9 = Very much). Each 

subscale was averaged to form scores for absorption (Cronbach’s alpha = .87), desire to 

continue (Cronbach’s alpha = .81), and transformation of time (Cronbach’s alpha = .64).  

Musical background questionnaire. Participants were asked about their musical 

training, preferences, and everyday listening activities using questionnaires adapted from 

Tahlier, Miron, and Rauscher (2012). Participants reported how often they actively 

choose to listen to music, how often they listen to music either while doing other 

activities or while not doing other activities, and the extent of formal instrumental or 

vocal musical training they have received on a 10 point Likert scale (0 = Not at all, 9 = 

Very much). Participants were also asked to indicate the genre of music they normally 

listen to. 

Hunger manipulation check. The demographic questionnaire included questions 

on what time participants’ last meal was, how many meals per day they eat, and a rating 

of subjective feelings of hunger, to assess the degree to which hunger was present as a 

pressing drive state. In addition, the mood questionnaire which was administered 

immediately before the music listening and immediately after completing the Flow State 

Scale, included ratings for negative mood states commonly associated with hunger 

(distracted, tense, frustrated, etc.) 
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Results 

 

Manipulation Checks 

 To assess the extent to which the hunger salience created a pressing drive state in 

the inhibited bellezza condition, five items from the mood questionnaire that was 

presented at Time 1 (immediately prior to music listening) and Time 2 (immediately after 

the Flow State Scale) were averaged to create an index. Two manipulation check indexes 

were created, one for Time 1 before music listening and one for Time 2 after completion 

of the Flow State Scale. Each index was composed of ratings on a 0 to 9 scale of the 

emotion terms low-spirited, frustrated, tense, distracted, and distressed. The Time 1 index 

yielded a Cronbach’s alpha of .84, and the Time 2 index had a Cronbach’s alpha of .83. 

 A mixed 2 (between: bellezza vs inhibited bellezza) X 2 (within: T1 manipulation 

check vs Time 2 manipulation check) ANOVA was conducted to test differences in 

pressing drive state by condition and across time. Means and standard deviations in each 

condition and at each time point are presented in Table 3. The between subjects effect 

was in the predicted direction (i.e., more negative affect in the bellezza inhibited 

condition than in the bellezza condition) but not significant, F(1,77) = 2.33, p = .13, 

partial η2 = .03. The estimated marginal mean in the bellezza condition was 1.54 (SE 

= .30), and in the inhibited bellezza condition was 2.04 (SE = .23). The within-subjects 

effect, however, was significant, F(1,77) = 33.75, p < .001, partial η2 = .31. The estimated 

marginal mean at Time 1 was 2.20 (SE = .19), and at Time 2 was 1.37 (SE = .16), 

suggesting that participants experienced less frustration as they spent more time in the 
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experiment. There was no interaction effect between Time and condition, F(1, 77) = .01, 

p = .92, indicating that the decrease in drive state across time was the same in both 

conditions. 

 

Table 3. Means and standard deviations of Time 1 and Time 2 manipulation checks by 

condition 

 Time 1 Time 2 

Bellezza 1.96 (1.69) 1.12 (1.21) 

Inhibited Bellezza 2.44 (1.75) 1.64 (1.63) 

Note: parentheses indicate standard deviations 

 

Preliminary Aalyses 

 Data reduction and creation of indexes. Factor structure and reliability of 

indexes for the four proposed dimensions of bellezza were tested. The dimensionality of 

the index for openness was tested using principal components analysis with the criterion 

of retaining factors with eigenvalues greater than 1, and using Varimax rotation. The 

variables tested included standardized scores for unique object types in the drawings, 

number of total objects (including duplicates), number of colors used in the drawing, 

elements in the drawing that were in the participants’ song, elements in the drawing that 

were not in the song, the inclusion of a metaphor (defined here as a symbolic object that 

is not a concrete or real-world object) in the drawings (coded 0 = no, 1 = yes), area used 

on the page, valence of the drawing (rated on a continuous scale), a weighted sum of the 

number of GEMS emotions circled, and a weighted sum of intensity ratings on the 

GEMS scale.  
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 Principal components analysis revealed a four-factor structure among the 10 

variables. The rotated factor loadings are shown in Table 4. The first component, which 

explained 21.6% of the variance among the openness variables, contained unique objects, 

total objects, and elements not in the song. These items were combined to create a 

“uniqueness” index to assess the broadening of thought-action repertoire. The uniqueness 

index containing these three items yielded a satisfactory reliability, Cronbach’s alpha = 

0.76. The second component, which explained 20.7% of the variance, contained the 

weighted sums of the number of GEMS emotions circled and the intensity ratings of all 

GEMS emotions. The GEMS index, an index of these two scores, yielded a high 

reliability, Cronbach’s alpha = 0.95. The third component, which explained 18.2% of the 

variance, included the area of the page used, the number of colors used, and the picture 

valence. These items may roughly correspond to a holistic processing style, so a holism 

index was created that yielded a moderate reliability, Cronbach’s alpha = 0.65. The fourth 

component, explaining 13.4% of the variance, was correlated positively with the 

inclusion of metaphors in the drawings, and negatively with elements from the song. To 

ease the interpretation of this component, metaphor was retained as a separate dependent 

variable and elements in the song was dropped from the main analysis. 

The number of ideas or subjects written about and the importance ratings of 

musical characteristics were not included in the final factor solution because in previous 

analyses they did not contribute to the interpretation of the components. Written ideas 

and importance ratings for musical characteristics were retained as separate dependent 

variables related to openness for the main analysis. Importance ratings for nine musical 
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characteristics were averaged to create an importance index with a Cronbach’s alpha 

= .74. 

Table 4. Rotated component matrix for openness indexes 

 

Standardized variable 

1 
Unique 

2 
GEMS 

3 
Holism 

4 
Metaphor 

 

Communalit

y 

Unique objects .86 .21 .08 -.32 .89 

Objects .77 -.16 .10 .004 .62 

Elements not in the song .74 -.006 .26 .25 .67 

GEMS present weighted sum -.01 .96 .004 -.01 .91 

GEMS intensity (weighted sum) -.01 .95 .12 .02 .92 

Area Used .36 .02 .68 -.12 .61 

Picture valence .02 -.03 .82 -.08 .68 

Colors .15 .23 .64 .30 .57 

Elements from the song .30 .26 -.28 -.73 .77 

Metaphor .21 .26 .-.33 .72 .74 

% explained variance 21.6% 20.7% 18.2% 13.4%  

Note: a cutoff of ≥ .50 was used to determine whether each variable loaded on factors 

Absorption, desire to continue, and transformation of time were all assessed using 

subscales on Jackson and Marsh’s (1996) Flow State Scale (FSS). In addition, the FSS 

subscale, transformation of time was also assessed by the error (in seconds) the 

participants made in estimating the amount of time they were listening to their song in 

contrast to the actual length of the recording they listened to. The absorption index 

yielded good reliability, Cronbach’s alpha = 0.87, and the desire to continue index 

yielded satisfactory reliability, Cronbach’s alpha = 0.81. Perspective taking, which 

Wicklund and Vida-Grim (2004) included in the concept of bellezza, was assessed by a 

single item at the end of the flow state scale: “while listening to the music, to what extent 

did you imagine the thoughts and feelings of the artist or the main character in the song?” 
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The transformation of time index including the FSS questions and the estimation 

error yielded a two-factor structure, with the FSS subscale explaining 38.4% of the 

variance and estimation error explaining 22.9% of the variance. Therefore, estimation 

error was retained as a separate dependent variable and the FSS subscale was used to 

create an index with Cronbach’s alpha = 0.64. 

Screening for violations of assumptions. Within each condition, the data were 

tested for assumptions of normality, heteroscedasticity, multivariate outliers, 

multicollinearity and singularity, and missing data. No multivariate outliers were found 

and multicollinearity was not found among the dependent measures and covariates. The 

removal of univariate outliers in the variables estimation error and uniqueness index 

reduced the skewness so that uniqueness was normalized, and estimation error skew was 

drastically reduced but not returned to normality. The distribution was skewed slightly 

negatively in one condition and strongly positively in the other condition. Further 

transformations did not significantly improve skewness of estimation error. Perspective 

taking was negatively skewed, but did not contain outliers in either condition; this 

variable was reflected and square-root-transformed to normalize the distribution so 

assumptions of normality were met. To deal with missing data, mean substitutions were 

applied to manipulation check indices at Times 1 and 2, estimation error, and the 

perspective taking question (prior to transformation). Because no more than 2 cases had 

missing values for any given variable to which mean substitution was applied, it was 

assumed that these data were missing completely at random. 
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Planned Analysis 

 

 Dependent measures.  Eleven dependent measures were used in the planned 

analysis: the uniqueness index, the holism index, the GEMS index, writing ideas, 

proportion of participants in each condition using metaphors, and importance of musical 

characteristics all assessed openness to multiple sensory dimensions; a square-root-

transformed perspective taking-imagine other question assessed perspective taking; and 

indexes for absorption, transformation of time, estimation error, and desire to continue all 

assessed their respective dimensions of bellezza. 

 Covariates. In order to include fewer covariates, the experimenter ratings of 

musical characteristics were collapsed into a global “valence” category, which captures 

musical characteristics such as key, tempo, melody, consonance and dissonance. This 

covariate was rated on a bi-polar 10 point scale (0 = negative, 4.5 = neutral, 9 = positive) 

based on tempo, key, melody, and lyrics. A song with mixed emotion cues was given a 

neutral rating. 

 Musical training was added as a covariate to control for listener characteristics. 

Amount of instrumental training and amount of vocal training (both rated 0 = not at all to 

9 = very much) were combined to form a musical training index with a Cronbach’s alpha 

= 0.42. 

 To select appropriate covariates for the planned analysis, the dependent variable 

indexes were correlated with the covariates (time since eating in hours, song valence, and 

musical training). All three covariates were uncorrelated with the majority of the 
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dependent measures, so one-way ANOVA tests were conducted to assess the effect of 

condition on the dependent measures. It is important to note that conducting a large 

number of univariate ANOVA analyses increases the risk of Type I error. However, 

because the research question is exploratory in nature, it was deemed an appropriate 

approach to reduce the risk of Type II error. When interpreting the results of these 

univariate analyses, p values of .05 or less were considered significant effects, p values 

between .05 and .10 were considered “approaching significance” or marginally 

significant, and p values between .10 and .15 were considered trends. 

 Results of planned analysis. Means, standard deviations, and significance tests 

for the eleven dependent variables are presented in Table 5. Univariate analyses revealed 

a marginally significant effect of condition for writing ideas, F(1,77) = 2.98, p = .09, 

partial η2 = .04, and a trend for metaphor, F(1,77) = 2.41, p = .13, partial η2 = .03. The 

effect for writing ideas was opposite to the predicted direction; participants in the 

inhibited bellezza condition wrote about more unique ideas than participants in the 

bellezza condition. This is interesting in the light of the fact that the two conditions did 

not differ in the index for the number of unique elements incorporated in the drawings 

across the two conditions, F(1,77) = .20, p = .66, partial η2 = .003. A higher proportion of 

participants in the bellezza condition tended to use metaphors in their drawings than in 

the inhibited bellezza condition. Trends in the hypothesized direction also emerged for 

perspective taking, F(1,77) = 2.14, p = .15, partial η2= .03, and absorption, F(1,77) = 

2.21, p = .14, partial η2= .03. The results of all other univariate tests revealed no other 

significant effects, all F’s < 1.10, all p’s > .40. 



43 

 

 

 

Table 5. Means (and standard deviations) of dependent measures and univariate effects of 

condition included in planned analysis 

 Bellezza Inhibited 

Bellezza 

F P Partial 

η2 

Uniqueness -.04 (.75) .04 (.89) .20 .66 .003 

Holism -.04 (.75) .04 (.79) .17 .68 .002 

GEMS index* -.06 (1.03) .06 (.92) .30 .58 .004 

Writing ideas 6.23 (2.18) 7.46 (3.96) 2.98 .09 .04 

Importance 5.88 (1.21) 5.65 (1.36) .66 .42 .01 

Perspective taking 

(SQRT) 

1.75 (.58) 1.55 (.62) 2.14 .15 .03 

Absorption 7.09 (1.65) 6.49 (1.89) 2.21 .14 .03 

Estimation error 10.24 (48.78) 13.74 (28.39) .15 .70 .002 

Transformation of time 5.88 (1.48) 5.78 (1.95) .17 .80 .001 

Desire to continue 7.37 (1.14) 7.17 (1.49) .45 .51 .006 

Metaphor .30 (.46) .15 (.37) 2.41 .13 .03 

N 40 39    

*During preliminary analyses, a chi-square analysis with the factors number of emotions 

present X condition produced a marginally significant effect, χ2(15) = 24.71, p = .054, 

indicating that participants in the Bellezza condition reported experiencing more 

emotions than those in the Bellezza inhibited condition. 

 

 Follow-up to main analysis: metaphor. To further assess the effect of condition 

on the inclusion of metaphors in the drawings, a binary logistic regression was conducted 

with metaphor use (0 = no, 1 = yes) as the predicted variable, and condition (0 = bellezza, 

1 = inhibited bellezza) as the categorical predictor. The full model, when compared to the 

constant only model, was marginally significant, χ2(1) = 2.44, p = .12, Cox and Snell R2 

= .03, Nagelkerke’s R2 = .05. Table 6 shows the raw score binary logistic regression 

coefficients, Wald statistics, an odds ratio of using metaphors for participants in the 

bellezza condition compared to participants in the inhibited bellezza condition, and a 

95% confidence interval for the odds ratio. Participants in the bellezza condition are 2.36 

times more likely to use a metaphor in their drawings than are participants in the 
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inhibited bellezza condition, but the p value for the Wald test for this odds ratio (p =. 13, 

2-tailed) was not statistically significant. 

 

 

Table 6. Binary logistic regression analysis: Predicting use of metaphor from condition 

      95% CI for 

exp(B) 

 B S.E. Wald p Exp(B) Lower Upper 

Condition .86 .52 2.33 .13 2.36 .78 7.09 

Constant -1.28 .28 20.61 <.001 .28   

 

 

Exploratory Analyses 

 As an exploratory analysis, differences between conditions on all nine subscales 

of the Flow State Scale (FSS) were tested using a series of one-way ANOVA analyses. 

The univariate analyses revealed a significant effect of condition on the “Loss of self-

consciousness” subscale, F(1,76) = 5.44, p = .02, partial η2 = .07, and a trend toward 

significance for the “Absorption” subscale, F(1,76) = 2.66, p = .11, partial η2 = .03, both 

in the predicted direction. All other follow-up univariate tests yielded F’s < 1.69, 

p’s > .19. Means and standard deviations in each condition on all 9 subscales are shown 

in Table 7. 
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Table 7. Means (and standard deviations) on 9 Flow State Scale dimensions and 

univariate effects of condition 

 Bellezza Inhibited Bellezza F P Partial η2 

Challenge skill balance 6.08 (1.43) 6.14 (1.11) .04 .84 .001 

Action awareness merging 7.27 (1.30) 6.84 (1.60) 1.68 .20 .02 

Clear goals 6.88 (1.50) 6.76 (1.70) .12 .73 .002 

Unambiguous feedback 7.55 (1.45) 7.32 (1.63) .45 .50 .006 

Paradox of control 6.87 (1.41) 7.11 (1.67) .48 .49 .006 

Loss of self-consciousness 7.50 (1.27) 6.68 (1.79) 5.44 .02* .07 

Absorption 7.09 (1.65) 6.43 (1.88) 2.66 .11 .03 

Transformation of time 5.88 (1.48) 5.79 (1.97) .05 .83 .001 

Desire to continue 7.37 (1.14) 7.23 (1.46) .23 .63 .003 

N 40 38    

*significant at p < .05  

 

Goal-related versus non-goal-related Flow State Scale dimensions. A further 

exploratory analysis using the 9 FSS dimensions was conducted, in order to assess 

differences by condition between, on the one hand, non-goal-related, intrinsic enjoyment 

subscales that are conceptually closely related to bellezza, and on the other hand, action 

and goal-related subscales that should be negatively related to bellezza and more 

positively related to the broader construct of flow. The FSS indexes were averaged 

together in two groups: non-goal-related enjoyment included the indexes for absorption, 

transformation of time, desire to continue, and loss of self-consciousness, and action and 

goal-related consciousness included challenge skill balance, action awareness merging, 

clear goals, unambiguous feedback, and paradox of control.  

A mixed 2 (within: non-goal-related vs. goal-related) X 2 (between: bellezza vs. 

inhibited bellezza condition) ANOVA was conducted to test for a within-subjects effect 

or a flow scale by condition interaction. The between-subjects effect (F(1,77) = .96, p 

= .33, partial η2 = .01) and the within subjects effect (F(1,77) = 1.68, p = .20, partial η2 
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= .02) were both non-significant, however the flow by condition interaction was trending 

toward significance, F(1,77) = 2.39, p = .13, partial η2= .03. The mean patterns indicate a 

trend toward a spreading interaction, with the two conditions being least similar on the 

non-goal related FSS items (Figure 1). As an exploratory analysis, the simple within-

subjects effects for each condition were tested for this interaction. The mean difference 

between the non-goal-related FSS items and the goal-related FSS items was non-

significant in the bellezza condition, t(39) = .28, p = .78, but it was trending toward 

significance in the inhibited bellezza condition, t(38) = -1.58, p = .12.  

 

Figure 1. Interaction between condition and Flow State Scale dimensions as a function of 

condition

 
 

Importance of musical characteristics and bellezza or inhibited bellezza 

condition. To explore whether condition affected the relative priority participants placed 
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mixed 2 (between: bellezza condition, inhibited bellezza condition) X 9 (within: rhythm, 

consonance or dissonance, tempo, key, ascending or descending melody, harmony, pitch, 

pitch range, and flowing or choppy style) ANOVA was conducted to test for an 

interaction effect. The between subjects effect of condition was non-significant, F(1,74) 

= .48, p = .49, partial η2= .006, but the within subjects differences between importance 

ratings on the musical characteristics were significant, F(8,67) = 26.13, p < .001, partial 

η2= .26. Some musical characteristics had greater bearing on participants’ enjoyment of 

their song than others. Means and standard deviations of importance ratings (on a 0 = 

“not at all” to 9 = “very much” scale) across conditions are presented in Table 8. 

 

Table 8. Means and standard deviations of importance ratings of each musical 

characteristic by all participants (N = 76) 

 Rhythm Cons. Tempo Key Melody Harmony Pitch Range Flow 

Mean 7.12 6.42 6.22 4.79 6.13 5.20 4.37 4.26 7.30 

Std Dev 1.76 2.46 2.21 2.29 2.37 2.33 2.60 2.24 2.01 

Cons. = Consonance/dissonance characteristic 

 

There was also a significant interaction effect between condition and musical 

characteristics, F(8,67) = 2.25, p = .02, partial η2= .03, suggesting that the importance of 

different musical characteristics changed relative to each other as a function of 

experimental condition. Within-condition means and standard deviations are presented in 

Table 9, and a graphical representation of the interaction is presented in Figure 2. Post 

hoc comparisons within each condition exploring the nature of the interaction are 

presented in Table 10. 
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Table 9. Means (and standard deviations) of musical characteristic importance ratings 

within each condition 

 Rhyth

m 

Cons. Temp

o 

Key Melod

y 

Harmon

y 

Pitch Rang

e 

Flow 

Bellezza 

n=39 

7.02 

(1.99) 

7.00 

(1.73) 

5.95 

(2.46) 

4.67 

(2.33) 

5.82 

(2.47) 

5.23 

(2.38) 

4.79 

(2.44) 

4.67 

(2.14) 

7.56 

(1.48) 

Inhibited 

n=37 

7.22 

(1.49) 

5.81 

(2.94) 

6.51 

(1.89) 

4.92 

(2.28) 

6.46 

(2.24) 

5.16 

(2.30) 

3.92 

(2.71) 

3.84 

(2.28) 

7.03 

(2.44) 

 

 

 

Table 10. Post hoc comparisons of differences in importance ratings as a function of 

condition 

 Bellezza  Inhibited Bellezza  

Comparison Mean Diff. p Mean Diff. P 

Consonance/dissonance with Tempo 1.05 .02 -.70 .21 

Consonance/dissonance with Key 2.36 <.001 .89 .13 

Consonance/dissonance with Melody 1.18 .003 -.65 .27 

Consonance w/ Harmonic complexity 1.77 .001 .65 .29 

Flowing/choppy with Tempo 1.62 .002 .51 .24 

Flowing/choppy with Melody 1.74 .001 .57 .13 

Rhythm with Consonance/dissonance .03 .94 1.41 .01 

Tempo with Harmonic complexity .72 .18 1.35 .001 

Ascending/descending melody with 

Harmonic complexity 

.59 .20 1.30 .003 

Harmonic complexity with Pitch level .44 .27 2.54 <.001 

Pitch Range with Key 0.00 - -1.08 .02 

Pitch Range w/ Harmonic complexity -.56 .21 -1.32 .001 
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Figure 2. Means of musical characteristic importance ratings (0 = not at all important, 9 = 

very important) by condition 

 
 

Exploring the interaction between the importance of musical characteristics 

and condition. To describe the nature of the interaction between condition and 

importance of individual musical characteristics, follow-up one-way repeated measures 

ANOVAs were conducted to assess within subjects differences on importance ratings 

given to each musical characteristic within each condition. The within-subjects effect in 

the bellezza condition was significant, F(8,31) = 13.09, p < .001, partial η2= .26, as well 

as in the inhibited bellezza condition, F(8,29) = 15.13, p < .001, partial η2= .30. Post-hoc 

tests were conducted to explore specific patterns of importance ratings within each 

condition and compare these patterns between conditions. Mean differences between 

musical characteristics within each condition, and significance levels of the post hoc 

comparisons of interest are shown in Table 10.  
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Bellezza condition. Participants in the bellezza condition rated the consonance or 

dissonance dimension as more important to their enjoyment of the song than tempo, key, 

ascending or descending patterns in the melody, or harmonic complexity, whereas in the 

inhibited bellezza condition these differences were non-significant. Participants in the 

bellezza condition also rated the style (flowing or choppy) of the song as more important 

than ascending or descending melody and tempo, but in the inhibited bellezza condition 

these differences were non-significant.  

Inhibited bellezza condition. Within the inhibited bellezza condition, 

participants rated rhythm as being significantly more important to their enjoyment of the 

song than consonance/dissonance, but in the bellezza condition the difference was not 

significant. Inhibited bellezza participants rated tempo and melody as more important 

than harmonic complexity, whereas these differences were not significant among 

participants in the bellezza condition. Participants in the inhibited bellezza condition 

rated harmonic complexity as more important than overall pitch level, but this effect did 

not emerge for the bellezza condition. Key and harmonic complexity were rated as more 

important than pitch range by inhibited bellezza participants, but not by participants in 

the bellezza condition. 

Perspective taking and song elements in the drawings. A significant correlation 

was found between the imagine-other perspective taking question and the number of 

elements from the song included in the drawings, r(77) = .27, p = .02 
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Discussion  

 

Planned Analyses 

 Writing Ideas. The marginally significant effect of condition on the number of 

unique ideas written about (p = .09) was unexpected. Because it was intended to 

operationalize a broadening of thought repertoire, the writing response was predicted to 

generate more written ideas in the condition in which a less intense pressing drive state 

was present. However, participants in the inhibited bellezza condition, for whom hunger 

was made more salient, actually produced more unique writing ideas. Due to the non-

significant effect of the manipulation and the non-significant difference in the number of 

written ideas produced, these effects need to be interpreted with caution. However, the 

presence of the effect may point to the need for an explanation for why participants in the 

inhibited bellezza condition wrote about more ideas. 

Forgas (2007) and Forgas, Goldenberg, and Unkelbach (2009) tested an 

affect/cognition theory which predicts that negative affect leads to a concrete, bottom-up 

and accommodative processing style whereas positive affect leads to a top-down, 

heuristic, assimilative processing style. These studies revealed that negative affect led to 

higher quality persuasive arguments utilizing more concrete evidence (Forgas, 2007), and 

better memory for concrete details in an everyday scene (Forgas et al., 2009). In line with 

the attention to more concrete elements within written ideas and visual scenes that is 

associated with negative affect in these studies, it is possible that participants in the 

present study showed similar effects on the writing task. It is possible that the writing 
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task, due to the innate linearity and concreteness of using written language, forced 

participants to think in a concrete style, which was easier for more frustrated participants 

in the inhibited bellezza condition. Because these participants experienced more negative 

affect and presumably more intense drive states, perhaps the writing task was easier for 

them because they were able to elaborate on more concrete elements. In contrast, perhaps 

the people in the bellezza condition wrote about broader, more encompassing categories 

without elaborating on specific concrete elements contained within those categories. If 

that is the case, the writing ideas measure did not tap into the construct that was 

originally intended, but it may usefully tap into a construct related to cognitive 

elaboration, concreteness, or focused attention. Conclusions of this nature, however, 

cannot be made without replication in future research with larger sample sizes and a 

stronger manipulation. 

 Effect of condition on metaphor. The trend for metaphor usage was in the 

hypothesized direction, with participants in the bellezza condition being over twice as 

likely to use a metaphor in their drawings than participants in the inhibited bellezza. 

However, since this effect was statistically non-significant (p = .13) and the effect size 

was small, no firm conclusions on the practical significance of this finding can be made. 

For the purpose of the present study, metaphors were defined as any symbolic object in a 

drawing that does not represent a concrete, real-world object, and such objects were often 

used to represent a theme such as love, being surrounded by music, being connected to 

other people, or loss and heartbreak. The higher prevalence of metaphors in the drawings 

of participants in the bellezza condition may suggest a less concrete processing style, and 
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greater cognitive flexibility in representing meaning in music. Piech et al. (2009) and 

Carson, Peterson, and Higgins (2003) defined cognitive flexibility as the ability to shift 

attention to different domains, and as Bowdle and Gentner (2005) note, research on 

cognitive processes and linguistics commonly assumes that metaphors are a way to 

bridge concepts from different domains. Rowe, Hirsch, and Anderson (2007) found that 

positive affect led to a greater ability to generate remote associates for presented words, 

and metaphors may be used to link seemingly dissimilar, semantically remote concepts 

(Bowdle & Gentner, 2005). It should be noted that song valence was not a significant 

covariate for the metaphor analysis and cannot explain the trend toward higher use of 

metaphors in the bellezza condition compared to the belleza inhibited condition. 

Participants’ use of metaphor in the bellezza condition may reflect a tendency to 

shift domains when representing their listening experience, moving from concrete to 

abstract levels of representation. Perhaps it represents a tendency in participants in the 

bellezza condition to add their own meaning to their experience, above and beyond what 

is in concretely represented in the song. Alternatively, it could represent the relaxation of 

attentional selection by positive affect described by Rowe et al. (2007). Before 

conclusions of this nature can be made, however, this effect needs to be replicated in 

future research with greater statistical power, since in the present study the effect only 

trended toward significance. In addition, future research studying metaphor usage in 

representation of aesthetic experience might benefit from examining the nature of 

metaphors used in more detail, for example by categorizing them using the dimensions 

suggested by Bowdle and Gentner (2005): novel versus conventional, and whether they 
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are used to compare two concepts, categorize them together, or create an analogy. Such 

ratings of metaphors used would provide a finer level of detail on the cognitive style 

characteristic of a pleasurable music listening experience. 

 Perspective taking. Wicklund and Vida-Grim (2004) talked about perspective 

taking as an important element of bellezza experience between two people. The question, 

“while you were listening to the music, to what extent did you imagine the thoughts and 

feelings of the artist or the main character in the song?” produced a trend toward 

significance, with participants in the bellezza condition rating this question higher than 

participants in the inhibited bellezza condition. While this effect is too weak to provide a 

basis for strong conclusions, it may be consistent with Watt and Ash’s (1998) suggestion 

that listeners perceive a “virtual person” when listening to music, as emotions, 

personality traits, and gender can be attributed to this person. In the case of pop music 

with lyrics, this person might be a character in the song, the singer, or other imagined 

person, and participants may be taking the perspective of this imagined person. 

Alternatively, participants in the bellezza condition may be employing to a greater 

extent what Nieminen et al (2011) refer to as “theory of mind,” to discern the intentions 

of the creators of the song. Theory of mind is defined as the ability to attribute mental 

states and attributions to self and others (Nieminen et al. (2011). Nieminen et al. (2011) 

quote Parsons (1976), whose cognitive-developmental theory of aesthetic response states 

that starting in preadolescence, listeners begin including concepts of the artists’ intentions 

in their aesthetic judgments of the work. If an aesthetic response was induced in the 

bellezza condition and inhibited, however weakly, in the inhibited bellezza condition, 
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perhaps the trend in perspective taking may provide some preliminary evidence that this 

element of aesthetic response can occur in the absence of an actual person.  

This effect would need replication to make such a conclusion, and future research 

aimed at replicating this effect would benefit from a more comprehensive, reliable 

measure of perspective taking than the single item that was used in the present analysis. 

Replication of this effect would also extend the literature on perspective taking and 

theory of mind as a component of artistic appreciation, a needed extension because little 

empirical research has been done on this important aspect of aesthetic response. 

Absorption. Absorption showed a trend toward higher ratings in the bellezza 

condition than in the bellezza inhibited, which is consistent with predictions. However, 

no difference emerged for desire to continue, the aspect of bellezza mentioned in 

Wicklund and Vida-Grim (2004) that most closely corresponded with flow. Because of 

this similarity between bellezza and flow, and because of the attention to multiple sensory 

dimensions, it was hypothesized that absorption in the experience would also play a role 

in bellezza experience. Absorption, like desire to continue, is a flow dimension related to 

intrinsic enjoyment and might be expected to co-occur in bellezza with desire to continue. 

In addition, the attention to multiple sensory dimensions in the bellezza episode described 

by Wicklund and Vida-Grim (2004) would seem to require absorption or engagement 

with the aesthetic stimulus.  

There was a trend toward significance for absorption, with participants in the 

bellezza condition reporting higher absorption. However, there was no difference by 

condition for desire to continue, transformation of time, or any openness variables. These 
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findings contradict expectations that absorption would covary with openness and desire 

to continue. Perhaps absorption was more easily inhibited by the hunger salience 

manipulation than the other elements of intrinsic enjoyment. The trends toward 

absorption and perspective taking, taken together, may suggest preliminary evidence for 

the “attention to the other” aspect of bellezza—the trend was for participants in the 

bellezza condition to be more absorbed in the experience and to engage in more 

imagining the other’s thoughts and feelings. Taken together, these findings, if replicated 

in a study with more statistical power that finds significant results, may indicate that 

concentration on identifying the intentions behind a piece of music is an important part of 

the aesthetic experience. Conversely, it might be interesting to investigate in the future 

whether the tendency to experience aesthetic responses to art is related to emotional 

intelligence, empathy, and the ability to take the perspective of others. 

Non-significant differences on openness measures. No evidence for openness 

as defined for the purposes of this study has been found, with the exception of a trend for 

metaphor which may represent openness in the sense of cognitive flexibility for the 

purposes of perspective taking and participation in the aesthetic experience. Because so 

little evidence for openness has been found, a couple of possible interpretations present 

themselves. First, it is possible that the measures designed to test openness were not 

sensitive to the construct they were intended to measure. Perhaps a change in breadth of 

attention did not map onto differences in drawing behavior. The second interpretation is 

that there was no difference in openness, and since this construct was a distinguishing 

characteristic of bellezza that set it apart from interest, mindfulness, and flow, perhaps 
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one of those constructs is a better explanation for the results observed in the present 

study. 

 

Exploratory Analyses 

 Flow State Scale subscales. When comparing the results of all FSS subscales 

between conditions, only “Loss of self-consciousness” was significantly different, with a 

trend again emerging for the absorption subscale (in Jackson & Marsh, 1996, it is referred 

to as the “concentration” subscale). Participants in the bellezza condition rated loss of 

self-consciousness items significantly higher than participants in the inhibited bellezza 

condition. These items included, “I was not concerned with what others may have been 

thinking of me,” “I was not worried about my musical knowledge during the event 

(adapted from “I was not worried about my performance during the event”),” “I was not 

concerned with how I was presenting myself,” and “I was not worried about what others 

may have been thinking of me.”  

 The general construct of losing self-consciousness has been proposed as a 

possible way to distinguish between mindfulness and flow, both of which fall in the 

general domain of states of heightened awareness (Sheldon, Prentice, & Halusic, 2015). 

Sheldon et al. found that reflective self-awareness, as measured by Brown and Ryan’s 

(2003) Mindful Attention Awareness Scale (MAAS), was negatively associated with the 

absorption subscale of Rheinberg, Vollmeyer, & Engeser’s (2003) Flow Short Scale, 

which included items for loss of self-consciousness, altered sense of time, and autotelic 

experience. The more mindfully aware participants were, the less absorbed they were, 
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both in an experience sampling study and in a laboratory task involving a flow-inducing 

game (tetris). Sheldon et al. concluded that mindfully aware participants did not lose 

themselves in the activity as much as the other participants. 

 At a general level, the higher loss of self-consciousness in the bellezza condition 

would seem to indicate that the aesthetic response for these participants did not 

correspond to mindfulness, which is operationally defined as an orientation to one’s own 

experience (Bishop et al., 2004). However, on the operational level, the loss of self-

consciousness that is assessed by the Flow State Scale corresponds more closely to what 

Brown and Ryan (2003) call “public self-consciousness,” or concern about how one is 

perceived by others. Brown and Ryan note that public self-consciousness is conceptually 

distinct from reflective self-awareness and orientation to experience. It is unclear why 

participants in the inhibited bellezza condition would feel more public self-

consciousness. One possibility is that they may have been concerned about how their 

performance on the second task, which ostensibly involved food, would impact their 

social desirability. To help distinguish the aesthetic response induced in the bellezza 

condition from mindfulness, future research would benefit from the inclusion of a scale 

or subset of questions measuring reflective self-awareness, such as Brown and Ryan’s 

(2003) Mindful Attention Awareness Scale.  

 The significant difference in “loss of self-consciousness” observed between the 

bellezza and inhibited bellezza condition points to a key point of distinction between 

bellezza and flow. While flow is characterized by a loss of self-consciousness, Wicklund 

and Vida-Grim (2004) emphasized an awareness of the self as a source of aesthetic 
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pleasure to others. Through taking the perspective of the other and knowing what is 

pleasing to them, self-awareness is a means to alter self-presentation and “offer bellezza” 

to the other to continue the give and take of aesthetically pleasing conversation. Higher 

ratings of being unconcerned with how others perceive oneself, or being unconcerned 

with how one is presenting oneself, seem to contradict this theoretical characteristic of 

bellezza.  

 Depending on how central the awareness of oneself is to the concept of bellezza, 

the lower self-consciousness found in the bellezza condition may suggest that flow is a 

more likely explanation of the aesthetic response that was induced in the present study. It 

might also suggest a different interpretation of the concept of bellezza. For example, 

perhaps awareness of the self as a source of aesthetic enjoyment for the other is not a 

central concept, but rather an awareness of one’s contribution to the shared aesthetic 

experience is central. Taking the perspective of the other becomes a means to discern 

what that shared experience is, and which responses will add the most meaning to it. This 

interpretation would imply a lower focus on the self and greater focus on the other during 

a bellezza exchange, and greater focus on the process of giving and taking of bellezza. As 

a result, bellezza would become more like a specialized instance of flow, in which the 

intrinsically enjoyable activity is a conversational “dance” designed to give a special kind 

of aesthetic pleasure to its partners. 

 In the case of music listening, however, the receiving of bellezza is emphasized 

far more than the giving of bellezza. In the case of receiving bellezza from music, 

especially recorded music heard in solitude, there is no immediately present persona to 
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whom bellezza is “offered.” A receptive process takes place, and aesthetic pleasure may 

be received from the music, assuming the listener is open to it. The give and take process 

of bellezza is less emphasized as the flow activity, and receiving of aesthetic pleasure 

through the activity of listening is emphasized. The listener’s focus on the aesthetic 

pleasure coming from the music might explain the loss of self-consciousness, rather than 

focus on a flow-inducing activity being the cause.  

The absence of a more active process in aesthetic listening to music might 

distance the receiving of bellezza from flow. However, Czikszentmihalyi (1990) 

explained how flow can occur in music listening through the skilled direction of attention 

for the purpose of “getting the most” out of the aesthetic experience. This direction of 

attention then becomes the flow-inducing activity. Directing the attention toward specific 

aspects of the music represents a narrowing of attention, which is in contrast to the 

openness to multiple aspects of the aesthetic stimulus that is proposed to be a part of 

bellezza. Since no differences were found on the openness measures in the present study, 

perhaps future research should include, in addition to openness measures, indicators of 

how participants purposefully directed their attention. No empirical research to the 

author’s knowledge has been done on this type of flow experience in music. Arguably, it 

is an empirical question whether self-consciousness would still be low in a process in 

which the self-regulation of attention is the central activity. Indeed, self-regulation is the 

second component of mindfulness, along with orientation to one’s experience, identified 

by Bishop et al. (2004). Participants were not asked to direct their attention to any 

specific aspect of the music in the present study. To further tease apart the distinction 
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between mindfulness, flow, and bellezza in music listening, the extent to which 

participants direct their attention to specific aspects of the music should be measured, as 

well as the extent to which they either lost self-consciousness or remained self-aware. 

One further way to distinguish bellezza from mindfulness or the type of flow 

activity Czikszentmihalyi (1990) proposed, is to determine the extent to which listeners 

identify with a shared aesthetic experience and focus on the imagined other suggested in 

the music listening experience. In the case of listening to music, this shared experience 

might be shared with the creators of the song, an imagined other person evoked by the 

song (such as a character from the lyrics), other fans of the song or artist, or perhaps 

one’s friends or loved ones who are called to mind by the song through association. The 

trend toward more participants in the bellezza condition employing metaphors in their 

drawings is promising; this may imply participation in the aesthetic experience by adding 

their own meaning above and beyond what is concretely represented in the song. If future 

research finds that participants both take the perspective of the other and participate in 

shared aesthetic experience by adding their own meaning to the song, perhaps this would 

provide evidence of bellezza. If participants also lost self-consciousness, this would 

replicate the current results and indicate a re-interpretation of bellezza to include a loss of 

self-consciousness. Alternatively, such a result could provide evidence for bellezza as a 

special kind of “aesthetic flow.” 

 Goal-oriented and non-goal-oriented Flow State Scale subscales. Another way 

to distinguish bellezza from flow is to determine within-subjects whether listeners 

experience the presence of a goal or need for action to the same extent that they 
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experience intrinsic enjoyment and absorption. An average of the five action and goal-

related subscales was compared with an average of the intrinsic enjoyment/absorption 

subscales, both within subjects and between conditions simultaneously. The results were 

ambiguous: in the bellezza condition, participants rated both the goal-related items and 

the non-goal related items equally highly. However, in the inhibited bellezza condition, 

the non-goal related items were lower than the goal-related items. It is important to note 

that this interaction was not significant, but did emerge as a trend. The interpretation of 

the interaction effect is difficult; it seems that in the bellezza condition responses were 

consistent with a flow response, but in the inhibited bellezza the findings suggest a 

stronger goal orientation present in that condition.  

 Musical characteristic importance and condition. The nature of the interaction 

effect between musical characteristics and experimental condition provides interesting 

insight into the way pressing drive states impacted how participants listened to their 

music. In the bellezza condition, participants viewed consonance and flowing style as 

more important to their enjoyment of the song than tempo, key, melody, and harmonic 

complexity. These criteria were not applied to the listening experience by participants in 

the inhibited bellezza condition. In contrast, participants in the inhibited bellezza 

condition rated rhythm, tempo, and melody above consonance, and harmonic complexity, 

but these preferences were not expressed in the bellezza condition.  

The nature of the musical characteristics that were emphasized by participants in 

each condition may provide clues toward what participants were listening for in the 

music, and how their listening experiences may have differed by condition. Consonance 



63 

 

 

 

and flowing style can be seen as aesthetic criteria used to judge an artwork’s beauty. 

Nieminen et al. (2011) discussed low-level mechanisms in the cochlea, auditory nerve, 

and brain stem that contribute to “core liking,” or preference for consonant sounds, 

beginning early in infancy. This core liking for consonance is seen as a foundation of 

aesthetic pleasure. It may also contribute to what Reber, Schwarz, and Winkielman 

(2004) call “processing fluency,” or the ease with which a stimulus is perceived and 

represented. Flowing music may also be viewed as simpler and easier to follow. The 

criteria of prototypicality (Nieminen et al., 2011) and comprehensibility (Silvia, 2005; 

2008) are aesthetic criteria related to processing fluency and preference for consonance, 

and are commonly viewed as part of aesthetic judgments. According to Juslin (2013), 

these criteria may become more important when an “aesthetic attitude” is adopted, and 

therefore may become the basis for an emotional reaction to music. It is possible that the 

instructions in the bellezza condition, which included putting on headphones and closing 

one’s eyes while listening to the music, invited an aesthetic attitude and caused these 

criteria to become more important sources of enjoyment for these participants. In the 

inhibited bellezza condition, a more obvious second task, and a more salient drive state, 

may have inhibited the adoption of an aesthetic attitude. 

The inhibited bellezza condition seemed to produce a preference for rhythm, 

tempo, and to some extent, melody. The focus on these characteristics of the music 

suggests a different listening “goal” for the participants in the inhibited bellezza 

condition. Rhythm and tempo are powerful elicitors of mood and arousal (Hunter, 

Schellenberg, and Schimmack 2008; 2010), and different patterns in the melody can also 
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imply different emotional responses. Listeners in the inhibited bellezza condition may 

have focused on these characteristics as a way to regulate their mood and arousal. For 

these participants, the music became a tool for the goal of mood regulation, whereas in 

the bellezza condition the music was appreciated for its inherent beauty and rightness, 

which stems from consonance and flowing style. These explanations, of course, are post-

hoc and need to be replicated in a study specifically designed to test different patterns of 

attention to musical characteristics depending on mood, arousal, or motivational 

intensity.  

 Perspective taking and song elements in drawing. The serendipitous finding of 

the correlation between perspective taking and elements of the drawing that come from 

the song may point to the development of a new behavioral measure of perspective 

taking. Inclusion of more elements from the song in one’s drawing would indicate a more 

detailed attention to the sensory perspective of the other person and what contextual 

surroundings prompted the creation of the song. Such a measure would require that some 

form of communication capable of carrying semantic meaning (writing, speech) would be 

used by the person whose perspective participants would be taking.  

 

Limitations 

 Manipulation, time since eating. The non-significant between-subjects effect of 

the manipulation checks indicate that the hunger salience manipulation was not strong 

enough to create a substantial difference in pressing drive state between conditions. 

During the debriefing, some participants reported not knowing that the chocolate was real 
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food, and others reported not finding the chocolate appealing. Use of a more ubiquitous, 

recognizable hunger-inducing stimulus, for example candy bars still in the wrapper (as 

opposed to the handmade chocolate, which was chosen because of its aromatic strength), 

marshmallows, or a bowl of popcorn may have been a better stimulus to induce hunger 

salience.  

 The time since eating was not consistent across participants, even after excluding 

those who did not follow the fasting instructions. Some participants ate the same day of 

the study, whereas some participants who commonly do not eat breakfast had not eaten 

since the night before. The group of participants who ate the same day and the group who 

ate the night before resulted in a bi-modal distribution for the time since eating variable, 

so the effects of the hunger salience manipulation were variable across participants.  

 Controlling for variability between songs. The experimenter rating of the music 

did not provide significant adjustment in the dependent variables, suggesting that the 

inclusion of this covariate was not an adequate way to control for the variability of 

musical characteristics between songs. In the future, studies utilizing participant-selected 

music that need to control for variability in the musical characteristics may need to use 

more objective measures such as music information retrieval software (MIR: Lartillot, 

Toivainen, & Eerola, 2007), which quantifies characteristics of the music such as key, 

mode, tempo, consonance, and so on. These could be objectively measured and would 

provide more reliable covariates to control for variability in the music. 

 Need for more raters on openness measures, covariates. Another limitation of 

the covariates used for this study, as well as the openness measures, was that only one 
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rater was available to code these measures once the data were collected. Replications of 

this study, and any other studies using these measures, would need at least two raters to 

assess the interrater reliability of these measures. 

 Recordings used by participants. After the data were collected and prior to 

coding and analysis, the online radio station that participants had used to select their 

music shut down its website, and an alternative site had to be located. Therefore, the 

recordings used for coding may not have been the same versions to which participants 

listened. Valence was not expected to be significantly impacted by use of a different 

recording, but it is possible that the estimation error variable was affected due to the 

recordings on the new website being different time lengths than the recordings on the 

website used by participants. 

 Limitations of the writing ideas dependent measure. It is possible that the 

simple count of separate ideas in participants’ writing samples was not a sensitive enough 

measure to capture differences in thinking styles between conditions. Coding schemes 

could be revised to capture a richer range of information, such as metaphor, elements in 

the song, whether they mentioned what the singer or person in the song was thinking, 

new ideas outside of the song’s meaning, mentioning other people, and other indicators 

of openness to multiple dimensions and perspectives. 

 Limitations of the openness measures. The indexes that were created based on 

the factor analysis were data-driven rather than theoretically constructed and validated, so 

it is unclear whether these same indexes can be used to measure openness in future 

studies using different samples. As mentioned previously, it is also unclear whether these 
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indexes tap into the openness constructs they were intended to measure. Inherent in these 

limitations is the opportunity for future studies to validate these tests, both to replicate 

their factor structure and to test their validity for measuring openness. 

 Musical characteristics importance ratings. Participants in this study did not 

have extensive musical training, and may not have fully understood the meaning of the 

words describing each musical characteristic (for example, consonance and dissonance). 

To mitigate this limitation, definitions of potentially problematic terms were provided on 

the questionnaire, but some participants still reported not understanding the terms during 

debriefing interviews. Therefore, participant’s ratings of musical characteristic 

importance may need to be interpreted with a degree of caution. Studies replicating the 

musical characteristic importance effect may benefit by asking music majors or other 

musically trained individuals to participate, since they would understand all terms on the 

musical characteristic questionnaire and be able to provide more informed ratings. 

 

Implications and Future Directions 

 Preliminary evidence from the current study provides some clues about where to 

look next when assessing the nature of bellezza in future studies. First, the lack of 

evidence for attentional and cognitive broadening suggests either a need to test these 

effects differently or to revise their meaning within the bellezza construct. Perhaps the 

emphasis placed in this study on multiple sensory dimensions of a stimulus was too 

strong, and the emphasis on multiple sensory perspectives of the self and the other was 

too weak. Future studies might refocus attention on perspective taking and theory of mind 
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as an important element of aesthetic response, with more extensive measures designed to 

assess perspective taking. If attentional and cognitive broadening is not as central a 

component of bellezza as was assumed at the outset of this study, perhaps the conceptual 

distinctions between bellezza and flow, or bellezza and mindfulness, are not as great as 

previously thought.  

 Secondly, the importance of self-awareness in the aesthetic experience is another 

empirical question to be tested. To distinguish between bellezza, flow, and mindfulness, 

the relative importance and prevalence of self-awareness and other-awareness needs to be 

assessed. If perspective taking and participation in the aesthetic experience can occur in 

the absence of self-awareness, this might suggest bellezza is more closely related to flow 

than to mindfulness. If the effect on metaphor usage is replicated, it might suggest a new 

way to measure openness and participation in the aesthetic experience through meaning-

making. On the other hand, if self-awareness co-occurs with the aesthetic experience, this 

would suggest that bellezza is more closely related to mindfulness. 

 The interaction effect for musical characteristics suggests interesting avenues for 

further research as well. For instance, it could provide the basis for a study on the flow in 

music listening proposed by Czikszentmihalyi (1990), which is characterized by the 

skilled direction of attention toward specific aspects of the music that will create aesthetic 

pleasure for the listener. In such a study, the relationship between the musical 

characteristics rated as more important, and the extent to which participants intentionally 

directed their listening attention toward those characteristics, would need to be 

empirically tested. Perhaps the specific musical characteristics attended to might mediate 
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the relationship between the flow activity and flow. If, on the other hand, reflective self-

awareness (Brown and Ryan, 2003; Sheldon et al., 2015) is present during this process, 

this would suggest that aesthetic experience in response to music listening is best 

characterized by self-regulation of attention through mindfulness. A study of the skilled 

direction of attention to musical characteristics and of the importance participants give to 

them, would benefit from the inclusion of musically trained individuals who are 

knowledgeable about these characteristics and are experienced in identifying these 

characteristics in heard music. Although the results of the present study did not provide 

support for the specific hypotheses about the nature of bellezza, the results did point to 

some interesting new directions for future research on the nature of aesthetic experience 

in response to music.  
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Mental Imagery Study: Informed Consent 

 You are invited to participate in a study on mental imagery, conducted by 

Professor Anca Miron and Nathan Hermus, a graduate student, both of the University of 

Wisconsin Oshkosh Psychology Department. We are studying mental imagery across 

different sensory repertoires (visual, acoustical, etc.). The following information is 

provided to help you decide whether you will participate. Your participation is solicited, 

but is strictly voluntary. You can withdraw from the study at any time without penalty. 

Any information that you provide us during the study is recorded confidentially using a 

participant number.  

 

 During the study you may be asked to participate in up to two tasks, which may 

involve looking at pictures, listening to a favorite piece of music on the computer, or 

another task that involves using your other senses. Then you will be asked to answer 

questions about your experience during these tasks. 

 

 Although you may not directly benefit from your participation in this study, we 

hope that the information you provide will further our understanding of mental imagery 

in everyday life. We do not anticipate any risk to you above and beyond what is 

encountered during everyday activities. 

 

 If you choose not to participate in the study, let the researcher know and you will 

be excused from the study. If you agree to participate and later choose to withdraw, you 

will still receive credit for the time you spent in the study, and any information collected 

from you will be destroyed.  

 

 Once the study is completed, we would be glad to share the results with you. If 

you have any questions about the research before or after it is complete, please feel free 

to contact: 

 

Nathan Hermus      Dr. Anca Miron 

Psychology Department     Psychology Department 

University of Wisconsin Oshkosh    University of Wisconsin 

Oshkosh 

hermun75@uwosh.edu     mirona@uwosh.edu 
If you have any complaints about your treatment as a participant in this study, please call 

or write: 

   Kelly Schill, IRB Administrator  

Institutional Review Board 

   For Protection of Human Participants 

   c/o Grants Office  

UW Oshkosh 

   Oshkosh, WI 54901 

   920-424-1415 
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I have received an explanation of the study and agree to participate. I understand that my 

participation in this study is strictly voluntary. 

________________________________________________________________________ 

PRINTED NAME   SIGNATURE    DATE 
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  Introduction 

 

 This study is investigating mental imagery in everyday life. In this study, you will 

be randomly assigned to up to two out of five possible mental imagery tasks. Each task 

involves a stimulus in a different sensory dimension. Some tasks may ask you to imagine 

something as a stimulus is presented—for example, in the visual task you may be asked 

to imagine yourself in the scenes presented in a series of pictures and answer some 

questionnaires on the experience afterwards. Some tasks also ask you to draw or write 

something to represent the mental imagery that occurred while a sensory stimulus was 

presented to you. Because mental imagery arising in response to environmental stimuli 

can be emotionally laden, each task will include an emotion questionnaire.  

 

 When you are finished reading these instructions, you may open the door to signal 

that you are done, and the researcher will return to answer any questions you may have 

about the study. Once your questions have been answered, the researcher will provide 

you with your task assignment and the instructions for the first task. 
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Mental Imagery Task Assignment 
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Mental Imagery Task Assignment 
You have been randomly assigned the Task 1. You will be asked to choose a favorite 

piece of music, listen to an online recording of it, and complete a series of questionnaires.  

 

Please think of a piece of music which you enjoy very much. This should be music 

that you feel you could just keep listening to. 

 

Please name the song and author of the song. 

_______________________________________________________________________ 

 

When you are finished, please alert the researcher. 
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Questionnaire 1 Time 1 
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Questionnaire 1 

Because mental imagery arising in response to environmental stimuli can be 

emotionally laden, each task will include a mood questionnaire. To what extent do 

you feel the following emotions RIGHT NOW? For each emotion, circle a number 

that best reflects your answer.  

 

 

1. Sad 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

2. Happy 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

3. Distressed 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

4. Excited 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

5. Angry 

     0     1 2 3 4 5 6 7 8 9   

Not at all        Extremely 

6. Low-spirited 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

7. Frustrated 

     0     1 2 3 4 5 6 7 8 9   

Not at all        Extremely 

8. Sorrowful 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

9. Tense 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

10. Distracted 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 
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Task 1 instructions 

 

Using the computer and internet resources provided to you, locate the song you indicated 

previously as being a song that you enjoy very much. For the music listening portion of 

this computer task, simply listen to the song once through. 

 

While you are listening, please turn the laptop screen away from you and close your 

eyes. This will ensure that you are attending to auditory information. 

 

When you are finished listening, please open the envelope and complete the enclosed 

questionnaires.   
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Drawing Instructions 
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Drawing Instructions 

Please turn the page and draw the feelings, thoughts, or images that you experienced 

while listening to the music. Feel free to use the colored pencils provided. This does not 

have to be a detailed drawing, and should not take more than five minutes. When you are 

finished, proceed with the rest of the booklet. 
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Emotion Ratings of Music—Part 1 
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Emotion Ratings of music—PART 1 

 

 

Happy 

Amazed 

Dazzled 

Allured 

Moved 

 

Inspired 

Feeling of transcendence 

Feeling of Spirituality 

Thrills 

 

In love 

Affectionate 

Sensual 

Tender 

Softened up 

Sentimental 

Dreamy 

Nostalgic 

Melancholic 

 

Calm 

Relaxed 

Serene 

Soothed 

Meditative 

 

Energetic 

Triumphant 

Fiery 

Strong 

Heroic 

 

Stimulated 

Joyful 

Animated 

Dancing 

Amused 

 

Agitated 

Nervous 

TenseImpatient 

Irritated 

 

Sad 

Sorrowful 

  

Without much thought, please circle the emotion labels that most apply to the way you felt 

when listening to your chosen piece of music.  
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Emotion Ratings of Music—PART II 
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Emotion Ratings of music—PART II 
 

 

__ Happy 

__ Amazed 

__ Dazzled 

__ Allured 

__ Moved 

 

__ Inspired 

__ Feeling of 

transcendence 

__ Feeling of 

Spirituality 

__ Thrills 

 

__ In love 

__ Affectionate 

__ Sensual 

__ Tender 

__ Softened up 

 

 

__ Sentimental 

__ Dreamy 

__ Nostalgic 

__ Melancholic 

 

__ Calm 

__ Relaxed 

__ Serene 

__ Soothed 

__ Meditative 

 

__ Energetic 

__ Triumphant 

__ Fiery 

__ Strong 

__ Heroic 

 

 

 

 

__Stimulated 

__ Joyful 

__Animated 

__ Dancing 

__ Amused 

 

__ Agitated 

__ Nervous 

__ Tense 

__ Impatient 

__ Irritated 

 

__ Sad 

__ Sorrowful 

  

Using the previous questionnaire as a reference, note which emotion labels you circled. On 

the current questionnaire, just rate the  intensity of only the emotions you circled previously. 

0=not at all, 9=Extremely (Example: 6  Happy) 
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Written Response Sheet 
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Write what you were thinking when you listened to the piece. Keep in mind that we are 

not looking for a specific answer, but are looking to describe individual experiences. 

Your response should not take more than five minutes. 

 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

________________________________________________________________________ 

When you are finished, please alert the researcher.  
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Questionnaire 2 
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Questionnaire 2 

 

How long do you estimate you were listening to the song? ______ min. _______ sec. 

Rate the characteristics of the song you listened to. 

1.  Non Rhythmic       Rhythmic 

 0 1 2 3 4 5 6 7 8 9  

How important was the rhythm to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 

       2.  Slow tempo         Fast Tempo 

 0 1 2 3 4 5 6 7 8 9 

How important was the tempo (speed) to your enjoyment of the song?  

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 

3.  Dissonant (notes clash)          Consonant (notes go well 

together) 

 0 1 2 3 4 5 6 7 8 9 

How important was the dissonance or consonance to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 

4.  Minor Key/Mode       Major 

Key/Mode 

 0 1 2 3 4 5 6 7 8 9 

How important was the mode to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 
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5.  Descending Melody      Ascending Melody 

 0 1 2 3 4 5 6 7 8 9 

How important was the melody to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 

6.  Simple Harmony (few notes besides the melody)  Complex Harmony 

 0 1 2 3 4 5 6 7 8 9 

How important was the harmony to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9  

7.  Low Pitch        High Pitch 

 0 1 2 3 4 5 6 7 8 9 

How important was the pitch to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 

8.  Narrow Pitch Range      Wide Pitch Range 

 0 1 2 3 4 5 6 7 8 9 

How important was the pitch range to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9  

       9.  Choppy         Flowing 

 0 1 2 3 4 5 6 7 8 9 

 How important was the flow of the song to your enjoyment of the song? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9  
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APPENDIX K 

 

Flow State Scale with Perspective Taking Questions 
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Appendix K 

After listening to the song you have listed above, please respond to the following 

questions regarding your experience by checking the box under the appropriate 

number. 

 

Questions (0 = Not at all, 9 = Very much 0 1 2 3 4 5 6 7 8 9 

1. My attention was focused entirely on the music           

2. Time seemed to alter (either slowed down or 

speeded up) 

          

3. I really enjoyed the experience           

4. It was no effort to keep my mind on what was 

happening 

          

5. The way time passed seemed to be different from 

normal 

          

6. I loved the feeling of listening to the music and 

want to capture it again 

          

7. I had total concentration           

8. It felt like time stopped while I was listening to the 

music 

          

9. The experience left me feeling great           

10. At times it felt like things were happening in slow 

motion 

          

11. I was completely focused on the music           

12. I found the experience extremely rewarding           

13. I thought about goals and concerns from my daily 

life while listening to the music 

          

14. I can easily identify the intended emotional 

“message” of the song 

          

15. I want to listen to another song or re-listen to the 

previous song 

          

16. I was challenged, but I believed my skills would 

allow me to meet the challenge. 

          

17. I knew clearly what I wanted to do while listening 

to the music. 

          

18. It was really clear to me that I was understanding 

the music well. 

          

19. I felt in total control of what I was doing.           

20. I was not concerned with what others may have 

been thinking of me. 

          

21. My abilities matched the challenge of the 

situation. 

          

22. Things just seemed to be happening 

automatically. 

          



94 

 

 

 

23. I had a strong sense of what I wanted to do.           

 

24. I was aware of how well I was understanding the 

music. 

          

25. I felt like I could control what I was doing.           

26. I was not worried about my musical knowledge 

during the event. 

          

27. I felt I was competent enough to meet the 

demands of the situation. 

          

28. I listened automatically.           

29. I knew what I wanted to achieve while listening to 

the music. 

          

30. I had a good idea while I was listening about how 

well I was understanding the music. 

          

31. I had a feeling of total control.           

32. I was not concerned with how I was presenting 

myself. 

          

33. The challenge and my skills were at an equally 

high level. 

          

34. I listened spontaneously and automatically 

without having to think. 

          

35. My goals were clearly defined.            

36. I felt in total control of my senses.            

37. I was not worried about what others may have 

been thinking of me. 

          

38. While listening to the music, to what extent did 

you remain objective and detached? 

          

39. While listening to the music, to what extent did 

you imagine the thoughts and feelings of the artist 

or the main character in the song?   

          

40. While listening to the music, to what extent did 

you imagine yourself feeling and thinking what the 

artist or the main character in the song was feeling? 
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Questionnaire 1 Time 2 
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Because mental imagery arising in response to environmental stimuli can be 

emotionally laden, each task will include a mood questionnaire. To what extent do 

you feel the following emotions RIGHT NOW? For each emotion, circle a number 

that best reflects your answer.  

 

 

1. Sad 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

2. Happy 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

3. Distressed 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

4. Excited 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

5. Angry 

     0     1 2 3 4 5 6 7 8 9   

Not at all        Extremely 

6. Low-spirited 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

7. Frustrated 

     0     1 2 3 4 5 6 7 8 9   

Not at all        Extremely 

8. Sorrowful 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

9. Tense 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 

10. Distracted 

     0     1 2 3 4 5 6 7 8 9  

Not at all        Extremely 
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Demographic Questionnaire 
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Demographic Questionnaire 

 

1. What is your gender? _________ 

 

2. What is your age? ________ 

3. In the average week, how many days do you actively choose to listen to music?  

1 day         2 days         3 days 4 days          5 days         6 days   7 

days 

4. In the average week, how often do you actively choose to listen to music? 

Not at all        All the time 

 0 1 2 3 4 5 6 7 8 9  

5. In the average week, how often do you listen to music while performing in other 

activities? 

Not at all        All the time 

0 1 2 3 4 5 6 7 8 9 

6. In the average week, how often do you listen to music while NOT performing in other 

activities? 

Not at all        All the time 

 0 1 2 3 4 5 6 7 8 9  
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7. What type of music would you generally listen to? (Check one) 

__dance  __reggae  __rap/hip-hop  __opera 

__rock  __blues  __heavy metal  __blue grass 

__classical  __folk   __soul/funk  __punk 

__pop  __country  __religious  __gospel 

__jazz  __alternative  __R & B  __inspirational 

__oldies  __international __other___________________________ 

 8. Did the song you listened to during this study have lyrics?  Yes ____     No ____ 

 9. What genre of music would you characterize the song as? _____________________ 

10. How often do you listen to this genre of music? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 

11. To what extent have you been musically trained vocally (i.e. private lessons)? 

Not at all         Very much 

 0 1 2 3 4 5 6 7 8 9  

12. To what extent have you been musically trained instrumentally (i.e. private lessons)? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9  

13. How many meals do you have every day? 

14. What time was your last meal? ______________  
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15. How hungry do you feel right now? 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9 
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APPENDIX N 

 

Debriefing Interview 
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Debriefing Interview 
 

You have not been assigned any additional tasks. There will be no second task now that 

you have completed the auditory task. 

 

Before we conclude this study, I would like to ask you some questions to get your 

reactions to the study. Is this okay? Can I take notes?  YES  NO 

 

What did you think of the study? Any specific thoughts or reactions? 

 

 

 

 

 

What did you think of the tasks that you were assigned (visual, auditory, olfactory, or 

taste) 

 

 

 

 

 

Did you think there was any specific connection between the two tasks we gave you? 

YES  NO 

If yes, what do you think it was? 

 

 

 

 

 

 

 

 

 

You may be aware that in some studies participants are not told everything about a study 

until the end of the study. Do you think that may be true about this study?  YES  NO 

If YES, why so?  

 

 

Do you think there was anything strange or unusual about this study? 
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As a part of this study, we asked you to fast (not eat) for four hours prior to participating. 

Do you think this affected your responses on the tasks you were given? If yes, how so? 

Rate on a scale 

Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9  

Let me now tell you a few things about this study. This study is exploring 

aesthetic experiences in response to music. All participants received the auditory task. 

We asked all participants to choose a favorite piece of music to listen to because it should 

be more likely for people to have an aesthetic response to music that they like and with 

which they have some familiarity. Some theories say that aesthetic emotions and 

aesthetic pleasure are associated with certain changes in attention and perception. One 

characteristic of aesthetic experience investigated in this study is called openness to 

multiple sensory dimensions. This means that in a pleasurable aesthetic experience, 

people broaden their attention and perceive multiple characteristics of an object rather 

than only a few. This is in contrast to attention in everyday life, where we usually only 

focus on the characteristics of objects that are important to our goals. Another 

characteristic of aesthetic experience under investigation is called absorption, which 

refers to a sense of engagement and participation in a sensory aesthetic experience. 

Aesthetic experiences are also thought to be characterized by a desire to continue and an 

altered sense or transformation of time. 

 

Do you have any questions so far? 

 

What did you think when I brought out the other items (food) besides the laptop and 

headphones? 

 

Did you have any ideas on what the second task might have been? 

 

 

 

Did you expect to eat the food I brought out? 

 

 

 

How much do you like chocolate? 

 Not at all        Very much 

 0 1 2 3 4 5 6 7 8 9  

 

Did the food presentation made you more or less likely to enjoy the music? How? 
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Now I would like to explain more about the other items I brought out with the laptop and 

headphones. 

 

 Aesthetic experiences are inhibited by pressing drive states, such as hunger or 

important goals. To study the difference between an aesthetic experience and a “non-

aesthetic” experience common in everyday life, some participants had food in the room 

(to instigate hunger) while other participants did not (to avoid instigating hunger). 

Everyone in the study was asked not to eat for four hours, but we expected only those 

participants who saw the food items to experience hunger and thus be less likely to attend 

to the music and less likely to experience aesthetical pleasure in response to music. 

The hypothesis of the study required that the presentation of the food stimulus be subtle. 

To make sure the presentation was subtle, I had to present you with some misleading 

information. I told you that there may be another task involving either chocolate or a 

questionnaire in an envelope. However, no participants received a second task 

assignment in this study. The second task was used as a reason to bring in a food item 

after people have made their music selection. This way, the pressing drive state is not 

created before the music is chosen, and hunger does not affect people’s music choices. 

This was also done so that people in the study did not realize the study involved a 

connection between hunger and music listening, because often when participants in a 

study guess the hypothesis, they do not give natural responses to questions or other tasks. 

For this same reason, you were not told at the beginning that this study is explicitly 

examining music listening. 

 

Do you have any questions about the misleading information that was presented to you in 

this study and why it was presented this way? 

 

 

 

 

Do you have any concerns about your treatment in this study? 

 

 

 

 

Do you have any final questions? 

 

 

Do you have any suggestions that might help me do this study better? 

 

 

  

If you would like additional information about this study, please feel free to contact Dr. 

Anca Miron, who is my Master’s Thesis Advisor, via email or by phone 

(mirona@uwosh.edu or 920-424-2328). 
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Thank you very much for your participation; I would like to ask you if you could please 

not tell other people about this study so  we could get their true reactions when they 

come to this study. Thank you very much. I appreciate your help with this study. 

 

Participant #: ____________      

        Condition: Bellezza_______ 

Gender _____________          Inhibited 

B.________ 

Date___________          

Time_______          
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APPENDIX O 

 

Experimenter Musical Characteristics Rating Form 
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Experimenter Musical Characteristics Rating Form 

1. Non Rhythmic  Rhythmic 

 0 1 2 3 4 5 6 7 8 9  

       2.  Slow tempo         Fast Tempo 

 0 1 2 3 4 5 6 7 8 9  

3.   Dissonant             Consonant 

 0 1 2 3 4 5 6 7 8 9 

4.  Minor Mode       Major Mode 

 0 1 2 3 4 5 6 7 8 9 

5.  Descending Melody      Ascending Melody 

 0 1 2 3 4 5 6 7 8 9 

6.  Simple Harmony       Complex Harmony 

  0 1 2 3 4 5 6 7 8 9  

7.  Low Pitch        High Pitch 

 0 1 2 3 4 5 6 7 8 9 

8.  Narrow Pitch Range      Wide Pitch Range 

 0 1 2 3 4 5 6 7 8 9  

       9.  Choppy         Flowing 

 0 1 2 3 4 5 6 7 8 9  

Genre: __________________________ 

 

Female or Male singer? _____________________________ 

 

Valence:  

Negative        Positive 
0 1 2 3 4 5 6 7 8 9 

 

Length: _______________________________  
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APPENDIX P 

 

Drawing Coding Sheet 
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Drawing Coding Sheet 

Height of horizon from bottom of page (inches) __________ 

Height of page (inches)                                       __________ 

Height of horizon / Height of page                     __________ 

 

Height of Figure (main object) (inches)             __________ 

Width of Figure (inches)                                    __________ 

Figure HxW = _________ / 93.5 =                    __________ 

 

Number of objects in picture                             __________ 

Number of colors used                                      __________ 

 

Code 1 if present, 0 if absent 

Figure (person)  _______ 

Context objects  _______ 

Horizon              _______ 

 

Valence of picture: Positive Negative Neutral 

 

Valence of picture matches song Yes No 
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APPENDIX Q 

 

“Task 2” Mood Questionnaire 
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MOOD QUESTIONNAIRE 

 

 
Please indicate the extent to which you currently feel any of the moods listed below by 

circling a number.  Your answers will not be seen by the research assistant, nor will your 

name be attached in any way to this questionnaire. 

 

HAPPY 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

SAD 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

ANGRY 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

DISGUSTED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

COMFORTABLE 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

SURPRISED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

IRRITATED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

GOOD MOOD 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

BAD MOOD 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 
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BOTHERED  

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

OPTIMISTIC 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

IN GOOD SPIRITS 

Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

ANNOYED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

FRUSTRATED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

TENSE 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

TIRED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

ENERGIZED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

OUTRAGED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

GUILT 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 

 

SHAME 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 
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INTERESTED 

 Not at all Moderately Extremely 

 0 1 2 3 4 5 6 7 8 9 10 
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APPENDIX R 

 

Procedural Flow Chart 
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Procedural Flow Chart 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

Participants fast for 4 hrs. 

N=100 

 

Assignment to auditory task: 

participants choose their songs 
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Bellezza: Experimenter 

brings in packet of 

questionnaires (n=50) 

Inhibited Bellezza: 

Experimenter brings in 

chocolate (n=50) 

Mood Questionnaire 

assignment to 
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Music Listening 

(alone) 

Music Listening 

(alone) 
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GEMS, Writing 

Packet 1: Drawing, 

GEMS, Writing 

Maximum 30 minutes after music listening 

starts: Packet 2 (time estimation, musical 

characteristics, Flow State Scale, 
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characteristics, Flow State Scale, 
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