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ABSTRACT

Wilson, Johanna N.

From Trending to Mind-Bending: The functions and effects of music video
experiences

Jyvaskyla: University of Jyvaskyld, 2024, 76 p.

(JYU Dissertations

ISSN 2489-9003; 796)

ISBN 978-952-86-0206-4 (PDF)

Music videos are a popular form of music listening which has received little
empirical research from the field of music psychology. This dissertation
addresses this gap in the literature using a multimethod approach to address the
functions and effects of music video experiences. The first study used an
abductive qualitative approach in order to explore adolescent and young adults’
experiences with music videos. From this study, the Intention, Attention,
Reaction and Retention (IARR) framework was established. This framework was
used to inform the studies that followed. The second study extended the findings
of Study I by exploring the relationship between IARR categories and the use of
music for emotion regulation purposes measured with the Healthy Unhealthy
Music Scale. Study III features an online study with items designed based on the
main categorical themes within the IARR in order to explore the relationships
between music video experience components and retention outcomes. Study IV
uses the experience sampling method (ESM) to investigate how subsequent
listening outcomes are affected by exposure to music video content. The studies
presented in this thesis are the first attempt to understand music video
experiences from a music psychology perspective. The results from this
dissertation provide insight into how exposure to content in music videos affects
music perception and under what circumstances these effects are most salient.
These findings are especially important given the mass amount of musical
multimedia easily accessible online, and provides a foundation for future
research to explore music video phenomena.

Keywords: audio-visual, music perception, everyday listening, music video,
emotion, cognition



TIIVISTELMA (ABSTRACT IN FINNISH)

Wilson, Johanna N.

Muoti-ilmitstd mielen maisemiin: Musiikkivideokokemusten merkitykset ja
vaikutukset

Jyvaskyla: Jyvaskyldn yliopisto, 2024, 76 s.

(JYU Dissertations

ISSN 2489-9003; 796)

ISBN 978-952-86-0206-4 (PDF)

Musiikkivideot ovat suosittu musiikin kuuntelun muoto, jota on tutkittu musiik-
kipsykologian alalla vain vdhdn. Tama vditoskirja vastaa tdhdan tutkimusvajee-
seen hyodyntden monimenetelmdistd ldhestymistapaa musiikkivideoiden funk-
tioiden ja vaikutusten tarkastelussa. Ensimmadinen tutkimus kaytti abduktiivista
laadullista ldhestymistapaa tutkiakseen nuorten ja nuorten aikuisten musiikki-
videokokemuksia. Tuloksena syntyi Tavoite, Huomio, Kokemus, Seuraus - vii-
tekehys (Intention, Attention, Reaction and Retention framework, IARR). Tatd
viitekehystd kaytettiin seuraavissa osatutkimuksissa. Toinen tutkimus syvensi
ensimmdisen tutkimuksen tuloksia tarkastellen IARR kategorioiden yhteyksia
musiikilliseen tunnesditelyyn, jota mitattiin HUMS (Healthy Unhealthy Music
Scale) mittarilla. Tutkimus III oli verkkokysely, jonka vdittimé&dt muotoiltiin
IARR:n teemakategorioiden pohjalta, pyrkimyksend selvittdd musiikkivideo-
kokemuksen osa-alueiden yhteyttd koettuihin seurauksiin. Tutkimus IV kéaytti
kokemustenkeruumenetelmii keinona tutkia sitd, miten musiikkivideoiden si-
sdlto vaikuttaa myohempiin kuuntelukertoihin. Tamdn viitoskirjan tulokset tar-
joavat tietoa siitd, miten musiikkivideoiden sisdllolle altistuminen vaikuttaa
musiikin havaitsemiseen, ja millaisten tekijoiden seurauksena ndma vaikutukset
ovat voimakkaimpia. Tulokset ovat erityisen tdrkeitd ajassa, jossa musiikillinen
multimedia on verkossa helposti saatavilla, ja tyo tarjoaa ldhtokohdan myshem-
malle tutkimukselle musiikkivideoista ilmiona.

Avainsanat: audiovisuaalinen, musiikin havaitseminen, arjen musiikinkuuntelu,
musiikkivideo, emootio, kognitio
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INTRODUCTION

Music media has a valuable role in our lives which has increased as it becomes
more accessible than ever before. Technological developments over the course of
the 20th and 21st century have provided more access to music, giving individuals
the control to choose what they want to listen to, whenever and wherever they
want (Krause et al., 2015; Nowak, 2016). This has been made possible thanks to
the internet and the variety of music streaming platforms available. One of the
most popular platforms hosting music multimedia online is YouTube. Originally
a video streaming platform, it has since become one of the most popular
platforms for online music streaming. YouTube is especially appealing for music
listeners because it allows them to engage with their favourite songs in audio-
visual formats, particularly music videos.

Audio-visual methods of consuming music are nothing new. For thousands
of years, people have been watching while listening, whether it be the music that
accompanied ancient Greek theatre, to classical opera and modern musicals, and
contemporary films. In these contexts, we see music accompanying a story,
woven into the narrative as a complementary source of information. For example,
music in film usually exists as non-diegetic sound providing the viewer with
more information about the characters’ thoughts and feelings (Cohen, 2001; Cook,
1998). In everyday music listening contexts on the other hand, music is often used
as a resource to help us understand our own thoughts and feelings. For this
reason, it is widely acknowledged as a powerful tool for self-reflection, emotion
regulation, and social bonding (Hargreaves & North, 1999; Schéfer et al., 2013).
Music is very much part of the diegesis of our life, and we attribute personal
meanings and memories to our favourite songs because music has these functions.
Therefore, it is never just the music which is affecting us: extramusical
information (information which is not physically present in the music itself)
influences our experience of the music, even if we are not consciously aware of
it. The memories we associate with our favourite songs are a form of
extramusical information capable of influencing our emotional responses to
music; a mechanism referred to as episodic memory (Juslin, 2013; Juslin &
Visttjdll, 2008). Music videos contain a wealth of extramusical information,
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whether it be in the form of narratives, interesting visual effects, dance
choreography and other performance gestures. How this information influences
our perception and affective responding to the music has yet to be explored.

By 2019, YouTube was the most popular online streaming platform, with
47 % of all online music streaming occurring on the platform that year (IFPI, 2019;
IFPI, 2018). It is no surprise that, of the top 30 most viewed videos on YouTube
of all time, 21 are music videos. However, the other nine most viewed videos,
including Baby Shark, a children’s song released by South Korean education
group Pinkfong, are still a form of music video but with a different target
audience: young children. While music videos themselves are not a new
phenomenon, their popularity and newfound accessibility raises questions about
their role and function as a method of engaging with music. Music videos’ visual
component provides listeners with extramusical information which can
potentially alter their perception of the music. If the listener’s perception of the
music is changed, the way they use a song to fulfil certain psychological functions
may be affected as well; music psychology research has yet to account for this
possibility.

This thesis has two primary objectives: the first is to gain more insight into
the role and function of contemporary music video experiences as a method of
musical engagement; the second investigates their effects on music perception,
not only during the experience itself but in subsequent everyday listening
experiences. Despite having been part of mainstream music listening culture for
the last four decades, music videos have been largely overlooked by music
psychology research. The thesis addresses this gap in the literature and provides
a framework for future research exploring music video phenomena. Music
psychology research in general would benefit from a better understanding of
how extramusical information from music video experiences affects music
listening outcomes. Such a framework is necessary, since music videos and other
forms of musical multimedia (for example, livestream concerts, TikToks and
short reel formats, etc) are continuing to grow in popularity (IFPI, 2022). A large
body of research already exists which investigates the relationship between
music video content and anti-social behaviour in young people, such as violence
and aggressive behaviour (Collinson et al., 2014; Rich et al., 1998; Smith & Boyson,
2002). This thesis does not expand on or refute these claims. Instead, it explores
how visual information from these experiences influences personal music
listening outcomes and whether this influence extends to subsequent personal
music listening outcomes (that is, audio-only listening experiences). In order to
achieve these aims, the thesis explores music video phenomena using a
multidisciplinary approach; it draws on existing theoretical models from topical
areas of both music psychology and audio-visual perception research and
conceptualises them in the context of music video experiences.

The thesis consists of four studies, each of which uses a distinct
methodological approach to gain insight into music video phenomena. The thesis
was guided by the following research questions:
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e What are the functions of music video experiences? Why do
individuals choose to watch them?

e How does extramusical content (i.e., visual information) influence
music perception in music video contexts? How does this content
influence music evoked affective reactions (eg., emotional outcomes)?

e How does exposure to music video content influence music
perception and music evoked affect in subsequent, audio-only
personal listening experiences?

The summary of this thesis is organised into five chapters. Chapter one
provides a background on existing music psychology and audio-visual
perception research, including the theories which informed the development of
the framework presented in this thesis. Chapter two describes the aims and
research questions of each study and the methods implemented to address these
questions, including the procedures and materials used. Chapter three gives
details of the main findings of each study. Chapter four discusses the main
tindings of this thesis, its limitations, and suggestions for future research. General
conclusions are provided in chapter five.

13



1 THEORETICAL BACKGROUND

In order to address the questions presented in this thesis we must first explore
the existing theories which can contribute to our understanding of music video
experiences. Although there has been little research on music videos specifically
in music psychology, insight can be drawn from many existing theories and
frameworks used to research music in everyday life (especially personal music
listening), the influence of context and individual differences on music listening,
the mechanisms underlying music evoked affect, music and movement,
embodied cognition, audio-visual perception, and the functions of music in film.
The aim of the first chapter is to synthesise these various topics as they apply to
music videos. In order to accomplish this, the topics in this chapter are based on
the two primary objectives of the thesis: the first half of Chapter 1 explores
research on the use of music in everyday life, including the functions it fulfils and
the role of contextual factors and individual differences, while the second half
outlines theoretical background on the cognitive and affective processes involved
during music listening and audio-visual perception. The theories outlined in the
second section provide a foundation for understanding how extramusical
content from music video experiences influence music perception, and by
extension, how the music is perceived in subsequent listening experiences. This
layout is visualised in Figure 1, which highlights the relevant theoretical
background which this thesis is based on. Before diving into the theoretical
background, it is first important to provide a very brief history of music videos,
the purpose they were meant to serve within the industry, and what they have
evolved to become today.
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FIGURE1  Visualisation of music video experience phenomena A: The listener level. B:
the context (including the greater macro-context beyond just the situation
where the viewer-listener is. C: Content of the music video where attention is
directed. D: Cognitive appraisal throughout the experience, directed by emo-
tional content in the music video, influences core affect and culminates to an
emotional outcome. This facilitates the joint encoding of music with visual
content. E: information encoded from the initial experience manifests in sub-
sequent listens as a result of the processes outlined in level D, and are also
affected by variables from level A and B.

Before diving into the theoretical framework behind this thesis, it is first
important to provide a very brief history of music videos, the purpose they were
meant to serve within the industry, and what they have evolved to become today.

1.1 YouTube killed the MTV star: a very brief history of music
videos.

On August 1st, 1981, a new cultural phenomenon found its way to television. The
music video for the song “Video Killed the Radio Star " was debuted on MTV: a
television channel dedicated entirely to music, specifically music videos, which
would play all day, every day. The channel would bring about some of the most
iconic videos in pop music history, including Michael Jackson’s “Thriller” (1983),
Van Halen’s “Jump” (1983), Madonna’s “Like a Virgin”(1984), and Peter
Gabriel’s “Sledgehammer” (1986) , among others. The purpose of music videos
at this point was to promote singles off of albums in order to market them to the
public (Edmond, 2014). The channel was eventually bought by the entertainment
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conglomerate Viacom Inc. in 1985, which expanded its programming. However,
music videos were still at the core of its production.

The concept of a music television channel continued to spread across the
globe, with similar channels sprouting across the Americas, Asia, Australasia,
and Europe. By the 1990s, the demand for non-stop music video programming
had declined and the channel began to broadcast more content, both musical and
non-musical (i.e., reality television) in order to keep their youth audience
engaged. By the 2000s, consumers could buy music video packages on DVDs
(Straw, 2008). While it was possible to watch music videos on the Internet,
selection and accessibility were limited. The music video website Vevo, founded
in 2006, became the primary online platform for music videos. Vevo began
distributing its content on YouTube in 2013, effectively making YouTube the new
music video streaming platform. YouTube has become one of the most popular
platforms for watching music videos - so popular the platform developed its own
streaming service to accommodate its users’ needs.

The ways in which people engage with music content, whether it be music
videos or audio formats, continues to evolve at a rapid pace. In the 2018 report
released by the International Federation of the Phonographic Industry (IFPI),
individuals reported listening to around 17.8 hours of music per week. The 2018
report also states that 52% of all music streaming was done on a video streaming
platform, of which YouTube accounted for 47%. By comparison, paid and free
audio streaming platforms together accounted for the remaining 48% (28% and
20% respectively). Interestingly, 35% of IFPI's respondents stated that they did
not use a paid streaming service because anything they wanted to listen to could
be found on YouTube. While this does not mean that individuals are necessarily
watching music videos on the platform (that is, they may not be actively
attending to the visual content), the trend of using the platform for this purpose
is still worth mentioning. By 2022, the amount of time spent listening per week
had increased to 20.1 hours 1 (IFPI, 2022). While the IFPI reports do not always
provide the same metrics each year, they still provide key insight into global
trends of music engagement. For example, the engagement report from 2022
includes percentages for different streaming formats (paid, ad-supported, and
video), radio, purchased formats (CDs, vinyl, DVDs, and digital downloads), as
well as social media and short form video apps like TikTok. Although video
streaming made up 19% of engagement (compared to 24 % for paid subscriptions),
it was still ranked first in the top five ways people engage with music. However,
it is unclear whether this refers to music videos in the “traditional” MTV sense.

There are more ways to engage with music than ever, and individuals can
select based on the format that best suits their needs at the time. For example,
during the COVID-19 pandemic, many individuals stated that while the amount
of time spent engaging with music had not necessarily changed, the way they
engaged (which included both playing and listening formats) had (Carlson et al.,
2021). Whether this behaviour continued after the pandemic is unclear, however,
the IFPI's 2022 report states that individuals use around six different formats to
engage with music on average. This figure is even larger for young people
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between the ages of 16 and 24 years-old, for whom the average was between
seven and eight formats (the exact figure given is 7.7). Young people are also
more likely to use social media platforms like TikTok, which allow them to
engage with music in visual formats and even create their own. Although these
are not the same as our “traditional” music videos (although TikToks
occasionally contain music video clips), these engagement formats are indicative
of an ever-changing music listening culture that continues to emphasise music
and video.

The amount of “music and video” media available to consumers has
increased significantly since work on this dissertation began. It is clear that music
and video continue to have a symbiotic relationship, and that relationship is
stronger than ever. This justifies the need for the research conducted in this
dissertation, which aims to provide meaningful insight into the reasons why
individuals (who will be referred to as viewer-listeners throughout this
dissertation) choose to watch music videos, what makes them so engaging, and
under what conditions they have the most salient influence on music perception.

1.2 Music in everyday life

Why do people watch music videos, and how do these reasons differ from audio-
only music listening? Although both engagement styles may have potentially
rewarding consequences for the individual, the visual component of music video
experiences offers something extra that the audio in isolation cannot. This section
has two parts: the first outlines the reasons why people engage with music in
general before looking at music video experiences specifically. This section will
also consider the potential functions or contextual factors that would make music
video engagement more suitable than audio-only listening. The second part of this
chapter explores the affective and cognitive factors at work during music
listening and music video engagement. It will explore the mechanisms behind
music-evoked affect before addressing the cognitive processes involved in
consuming musical multimedia. This section will draw on existing models and
frameworks of music and audio-visual cognition which can assist in
understanding of the perceptual phenomenon at work during both the initial
music video experience and their carry over effects on subsequent listens.

1.2.1 Psychological functions of music

Music has been an important part of human existence throughout history, and
technological advancements and portable devices have made it easier than ever
to access and enjoy one’s favourite music. It is no surprise considered an
important psychological resource to many (Denora et al., 1999; Laiho, 2004; T.
Schifer et al., 2013). In 2023, 71% of global respondents to the IFPI's survey on
music engagement stated that music played an important role in their mental and
physical well-being (IFPI, 2023). Its ability to move people, helping them change,
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maintain, or create a desired mood or emotional state or to relieve boredom,
make it a useful tool for affect regulation. Furthermore, music can help us reflect,
whether it is about ourselves and our place in the world, making it a useful
cognitive resource. It can help people foster social bonds and act as a social
surrogate (K. Schéfer & Eerola, 2020). This is especially the case during youth and
adolescence, when young people wear their favourite music genres as a type of
identity badge (Tarrant, 2002). These affective, cognitive, and social functions of
music - referred to as the “Big Three” (see T. Schéfer et al., 2013) reflect the
profound ways in which music is part of our lives. It may not always be clear,
even to the listener, what function the music experience is meant to fulfil during
a particular listening episode, however, the ability to select the music we need to
hear at a given time may often seem natural or obvious at the time of the listening
event (DeNora, 1999; Saarikallio & Erkkild, 2007).

Music use begins to serve these psychological functions from adolescence
and continues into adulthood. It is an important resource for navigating the
typical developmental changes associated with youth, such as identity formation,
developing interpersonal relationships, and increased agency. Music is used for
regulating emotions, helping young people develop self-control and practice
agency as they navigate the stress and emotional challenge associated with this
time of life (Laiho, 2004). According to Larson (1995), music stands out compared
to other forms of media engagement because it speaks to the issues they are
facing at the time, unlike other formats like television, which are produced with
adult audiences in mind. Interestingly, however, Larson distinguishes the use of
Music Television (MTV) from other television channels. Music and other media
also act as a resource for social learning, giving young people a source of
information about social and cultural trends as well as exposing them to certain
attitudes, beliefs, and behaviours (Arnett, 1995). While music has a distinct
functional role during adolescence, it continues to serve these functions into
adulthood (Groarke & Hogan, 2016; Saarikallio, 2011). Much of the existing
research on the topic of music videos has explored their influence on youth
audiences, especially in the 1980s and 1990s (Sun & Lull, 1986). However, that
generation has now reached adulthood, and the current trends in music
consumer behaviour, especially in respect to streaming platforms, suggest that
audio-video methods like music videos are not limited to youth audiences (IFP],
202).

Research which takes a uses and gratification approach has provided useful
insights into the reasons why people engage with media, including but not
limited to music engagement. Originally used by sociologists investigating the
use of mass media to satisfy different needs the uses and gratification framework
posits that individuals are aware of their motives when engaging with certain
media and actively use it to fulfil their needs (see Katz et al., 1973). This approach
also considers why people select a particular medium over others in specific
contexts. Contemporary research which takes this approach suggests building on
this theory in order to account for new media phenomena. Ruggiero (2000) posits
that there are at least three factors involved in Internet media engagement which
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are not necessarily inherent in other forms of media (at least not to the same
extent): asynchronicity, demassification and interactivity. Asynchronicity reflects
how individuals can save, send, receive and retrieve media at their convenience.
While this was also possible with, for example, using blank tapes to record
programs on television with a VCR, the amount of information which can be
interacted with after it was originally made available has been made
exponentially more convenient with the Internet. Another example would be the
sending and receiving of emails; two individuals can interact with each other at
staggered points in time without affecting communication. Demassification
refers to the mass availability of media, which gives the individual more freedom
to select the media which meets their needs. Interactivity is a multidimensional
concept; it can refer to the amount of choice, control and engagement provided
on a particular media platform, as well as the role of communication. Like
demassification, interactivity gives the user more control over not only which
music they select and in what format, it also allows them to interact by sharing
what they enjoy with others or communicating in the comment section.

Lonsdale and North (2011) explored the reasons why people engage with
music compared to other leisure activities, such as TV watching and video games,
using a uses and gratification approach. Their results revealed six factors
describing the reasons why participants listened to music: 1) negative mood
management, where music is used to help alleviate negative feelings and enhance
mood, 2) personal identity, where music is used to portray a certain image and
to develop personal identity; 3) surveillance, where music is used to gain
information about the world; 4) positive mood management, where music is used
to maintain and optimise a positive mood state; 5) interpersonal relationships,
where music is used as part of maintaining and promoting social relationships,
and 6) diversion, where music is used to pass time, relieve boredom or as a
distraction. Furthermore, their results suggest that music was more versatile at
tulfilling the needs of the individual compared to other activities, and that it was
particularly useful for helping manage and regulate mood states compared to
other media.

Music listening often fulfils several functions simultaneously, especially for
individuals who are highly engaged with music in general (Greasley & Lamont,
2011). For example, using music as a temporary substitute for social interaction
can influence the listener’s current affective state by promoting mood regulation
strategies such as mental work and solace (Saarikallio & Erkkild, 2007; K. Schifer
& Eerola, 2020). Music can facilitate the cognitive function of self-reflection by
evoking feelings of nostalgia, and trigger the recall of autobiographical memories
(Belfi et al., 2016). This may evoke positive affective outcomes by counteracting
emotions such as loneliness and sadness (Barrett et al., 2010). Furthermore, even
individuals who are less musically engaged may identify up to five reasons for
using it to help meet their needs. For the more musically engaged, music can fulfil
up to 10 or 12 functions simultaneously (Greasley & Lamont, 2011).

Music’s ability to influence affective states, including moods and emotions,
is often regarded as its most important function (Laiho, 2004; Miranda & Claes,

19



2008; Schéfer et al., 2013). Even if the aim of the musical experience is not
consciously directed towards affect regulation, music’s emotive qualities have a
powerful influence on our affective state. It is important to note that affect
consists of more than just moods and emotions; all valanced (i.e., positive and
negative) states fall under the umbrella term of affect, including emotions,
arousal, motivational impulses, stress responses, interpersonal stances,
preferences, moods, attitudes, and affective style (Baltazar & Saarikallio, 2016).
Interestingly, in Schifer and colleagues’ (2013) discussion of the Big Three
functions of music, the use of music for self-awareness (i.e., its cognitive function)
also includes the use of music for self-related thoughts pertaining to emotions
and sentiments, as well as affect regulation strategies such as solace, diversion
and mental work. However, they conceptualise it differently from music’s mood
regulating function, which highlights the deliberate use of music for regulating
moods and physiological arousal, compared to the self-awareness function,
which includes statements about the self and the use of music to find meaning in
one’s life in addition to those strategies which are commonly associated with
affect regulation and music (see Saarikallio & Erkkild, 2007 for examples). The
social function, on the other hand, may be easier to demarcate from music’s
cognitive and affect regulating functions, because it emphasises the use of music
to bond with others as opposed to self-acknowledgement and personal well-
being.

While Schéfer and colleagues suggest that the social function of music is
less important in today’s individualist society, current trends suggest otherwise.
Music still has an important function when it comes to social learning, which is
especially evident when it comes to social media and its role in today’s music
listening culture. Social media platforms allow users to discuss and share their
tavourite musical media, as well as participate in online challenges or trends by
creating their own content to be uploaded and shared with others on platforms
like TikTok and YouTube. Social learning is facilitated, not only by giving users
easy access to sociocultural content in the form of musical media, but also by
facilitating discourse about this content on the platforms themselves, where they
can exchange ideas and content with other users (Vizcaino-Verdu et al., 2023).
This was evident during the COVID-19 pandemic, where a large volume of
musical multimedia emerged in the form of dance challenges, informative songs
and parodies that fall under the umbrella term of “Covid music” (Hansen et al.,
2021). Furthermore, the pandemic was also a time where individuals found
themselves trying new or different formats than they usually would in “regular”
times: this included both physical media in the form of vinyl or old CDs, but also
virtual concerts, livestreams, or music videos (Carlson et al., 2021). The trend
towards music multimedia in particular, however, remains relevant today - they
started before the pandemic, and they continue to remain relevant now.

Music listening, regardless of what the underlying motivation for the
experience may be, can be very rewarding for the listener. Using music to move
from a negative affective state to a positive one is perhaps the clearest example,
however using music to bond with others or to reflect about ourselves can have
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a positive influence on affective states as well. Music videos can potentially fulfil
these functions too, and there may be situations where one method of music
consumption is more suited to fulfilling a specific function than the other
depending on the individual and their needs. Theoretical insight concerning the
mechanisms responsible for evoking affective reactions in music listening (and
music video experiences) need to be considered. Before these theories are
addressed, the next section will explore the findings of one of the first studies
conducted about music video engagement in the early days of MTV.

1.22 MTV in everyday life: the functions of music video experiences

Music videos may fulfil the same “Big Three” functions as music listening, even
though the specific reason for selecting them may differ. For example, Sun and
Lull (1986) found that adolescents” motivations for watching MTV differed from
those which motivate audio-only listening and TV watching. While their factor
analysis revealed that watching for information and social learning explained a
significant amount of the variance, the qualitative component of their study
provided more detailed descriptions of motivations for watching music videos.
Overall, 32 reasons were extracted from their data, which were grouped into nine
categories. The most frequently reported motivation for watching music videos
was the individual’s interest in the musical content: they wanted to see and hear
their favourite music. The second most popular category of reasons reflected the
motivation of watching for entertainment and enjoyment, which is a typical
motivation for music listening and TV watching in general. The third most
popular category reflected the importance of the visual component of music
videos. The remaining categories included passing time/habit, information
(music, concert and consumer information), emotional response, social learning,
escape, and social interaction.

Sun and Lull’s findings reflect how music videos can fulfil many of the same
functions as music listening (and TV watching), including to relieve
boredom/pass time, to escape a negative mood, and as a social activity. However,
these experiences still stand out from other media formats. The visual treatment
of musical content specifically was what attracted young audiences to MTV.
Interestingly, adolescents in Sun and Lull’s study reported that this visual
component made their experience of the music “better”, providing a visual
representation which influenced how they interpreted the meaning of the music
(thirty years later, similar findings were observed in Study I of this thesis).
However, Sun and Lull did not address whether this influence on interpretation
carried over to subsequent listens.

The adolescents in Sun and Lull’s study considered MTV watching to be
different from other television programming. They likened it to watching short
films with a strong emphasis on the musical component, or like a visually
enhanced version of radio: they might tune in when a good song comes on, and
leave it on in the background while doing other activities. This passive
engagement style is typical for everyday audio-only music listening(Sloboda et
al., 2001). MTV watching could also occur sporadically while watching other
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television programming; adolescents were not necessarily continuously
watching, but tuning in and out depending on what was playing at the time.

The distinguishing difference between reasons for listening to music or
watching music videos is the availability of visual information and the
opportunities it affords for understanding the meaning of the music. In focused
music listening contexts (as opposed to passive music listening), the listener has
the freedom to imagine their own meaning of the music. They can find a meaning
in the lyrics that is specific to their situation in life, or let their mind wander (van
Goethem & Sloboda, 2011). In music videos, the meaning is potentially made
more explicit. Videos that feature the artist performing the music also provide
extramusical information in the form of performance gestures, allowing the
viewer to experience the music differently, almost similar to a live presentation.
It makes sense that motivations that emphasise this visual component, whether
it is to enjoy the musical content differently or to appreciate the visual depiction
of the musical content, are a key factor motivating music video engagement since
this information is not available to the listener in audio-only experiences. How
this influences music perception, however, is not yet understood.

Sun and Lull also considered the influence of factors like gender, race, peer
group relationships, and attitudes towards school in respect to MTV viewership
among adolescents. Their findings revealed that there was no significant
difference between boys and girls in respect to how much time was spent
viewing MTV during the week, however girls reportedly watched more MTV
than boys on weekends. In respect to ethnicity, adolescents who identified as
Latino were more likely to watch MTV during the week compared to other ethnic
groups in the sample (Asian, African-American, and white). Interestingly, a
negative correlation was observed between the amount of time spent viewing
MTV during the week and satisfaction with school. No significant relationships
were observed between school satisfaction and weekend MTV watching.

Unfortunately, studies on music video experiences and the functions they
tulfil have been few and far between since Sun and Lull’s original study. Despite
the change in technology used to access and engage with this form of musical
multimedia, there is no reason to expect today’s motivations for watching music
videos would be much different. However, one distinct difference between music
video experiences now and those from the MTV days of the 1980s and 1990s is
the technology used to access them. Everyday music listening contexts, including
the devices and platforms used, and the control they afford listeners are
important factors determining the outcome of the experience for the viewer-
listener (Krause & Brown, 2021; Sloboda, 2013). Sun and Lull’s study also sheds
light on the importance of musical meaning to the listener, since understanding
the meaning of the music was a key factor influencing why adolescents engaged
with MTV. How an individual perceives the meaning of the music is integral to
their experiences, especially in the context of music evoked emotions and other
fluctuations on the individual’'s affective state (Cespedes-Guevara & Eerola,
2018). This information has an influence on the psychological processes, referred
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to as mechanisms, behind music evoked affect and are discussed in the next
section.

1.3 Experiencing music multimedia

This dissertation aims to gain knowledge into the effects of music videos,
including how their content affects: 1) how the music is perceived and their
influence on affective states, including emotional outcomes, as a result; and 2)
their influence on subsequent listens. Theoretical models and insight concerned
with the cognitive and affective components of musical experiences, and the
function of music in film contexts, provides a starting point for answering these
questions. A key concept which links these two disciplines lies in what emotions
are, both in general and music video experience contexts, and how they are
differentiated from other affective phenomena. The difference between
emotional content in music video experience contexts and the emotions felt by
the viewer-listener (also referred to as emotional outcomes) is addressed. This
section will also discuss the psychological mechanisms responsible for music
evoked emotion. Of particular interest are those mechanisms which are
potentially sensitive to or make use of visual information already stored in long-
term memory (LTM). This will lead into the next section about the function of
music in film, which will provide additional theoretical insight into the role of
these mechanisms and other top-down cognitive processes involved during
music video experiences. This research provides a tentative explanation for how
these experiences can achieve such salient effects and provides a conceptual
foundation from which we can begin to understand music video phenomena.

Before addressing the cognitive and affective phenomena relevant to music
videos, it is important to first establish a clear conceptual definition of what a
music video experience is. While there is probably not one clear answer to any of
the research questions posed in this dissertation, a working definition of what
these experiences are and what they entail can help provide a starting point for
our conceptual illustration of these experiences. A music video experience
involves a viewer-listener who, either deliberately or circumstantially, finds
themselves engaged with (as in, involved in an activity and showing interest)
and actively attending to (as in focusing and applying their mind’s energy) both
the audio and visual content of a music video over a period of time (whether the
length of the video, or until they are no longer watching it - either deliberately
or circumstantially). During this time, the viewer-listener is confronted with
different types of information, both visual and auditory! . This includes the
acoustic features of the music, characters and narrative devices, symbolism
and/or iconography (including cultural ones), artistic choices and other forms
of emotional content.

1 These two are the most important and relevant, textual information (in the form of subti-
tles for example) is also a possibility.
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Emotional content can be considered a catchall for any information which
encapsulates, communicates, or can be recognised as portraying or sharing the
features of a particular emotion within a specific music video. For example,
research has shown that listeners generally agree on which emotion characterises
a piece of music based on its acoustic features (Juslin & Laukka, 2004) and that
these features are comparative to those used for emotional expression in speech
prosody (Juslin & Laukka, 2003). In the case of the visual channel, emotional
content may include the facial expressions and other bodily gestures of the
characters or performers of the video, or how these characters, objects and other
events portrayed in the video interact with each other. While emotional content
exists in both modalities individually in their own right, this dissertation is
specifically concerned with how emotional information arises as a result of the
features of the music and video interacting with each other. Emotional content
does not refer to the affective experience of the viewer-listener, but the features
of the music and the video that influence emotion induction and other affective
and cognitive processes. Emotional content guides cognition and activates the
mechanisms involved in appraisal and memory retrieval that contribute to an
emotional outcome. Therefore, what is ultimately considered “emotional
content?” depends on the subjective evaluation of the individual viewer-listener.
While there may be considerable overlap between what viewer-listeners agree is
the most salient emotional content guiding their attention and subsequent
reactions in a specific music video, it is ultimately affected by the individual
(including preferences, familiarity, age, gender, empathy and personality) and
other situational factors.

During the music video experience, the viewer-listener is constantly
processing and evaluating information, including emotional content. Of interest
to this thesis is how emotional content influences the viewer-listener’s affective
state (also referred to as core affect) and potentially culminates to a full-fledged
emotional episode. Russell and Barrett (1999) conceptualise core affect as “the
most elementary consciously accessible affective feelings... that need not be
directed at anything (p.806).” Core affect fluctuates over time, and while it can
be directed at anything, it is not a necessity. Like moods, it need not be directed
at anything in particular, however, it is always caused by something, even if the
root of that cause is not consciously detectable. Core affect can be measured and
described by two dimensions, activation and pleasure. These two dimensions are
functionally the same as the valence and arousal dimensions frequently used to
measure music evoked emotions in self-reports (see Vuoskoski & Eerola, 2011).
On the other hand, emotional outcomes (referred to by Russell and Barrett as
prototypical emotional episodes) occur less frequently: these are noticeable
changes that occur in an organism (i.e., the viewer-listener) in response to a
stimulus object, whether real (physically present) or imagined. Prototypical

2 An argument can be made that this should be labelled as “affective content” and not “emo-
tional” content. The justification for the choice presented here is that calling it affective content
in this context is so vague it is functionally meaningless. Emotional content is the content with
the potential to influence which emotion mechanisms are activated both during the experience
and in subsequent listens.
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emotional episodes require the occurrence of several cognitive processes
(including attention to, awareness and appraisal of the object), behavioural
responses, and physiological changes. The absence or modification of any of
these emotional episodes is conceptualised as a non-prototypical emotional
episode, which occur more frequently than their prototypical counterparts
(Russell & Barrett, 1999).

This approach to understanding music evoked changes in affect provides a
starting point for conceptualising how attention is directed towards a music
video’s emotional content, allowing for changes in core affect which, under the
right conditions, may culminate into a prototypical emotional episode. These
changes in core affect occur throughout the experience as a result of the constant
teedback loop, where the viewer-listener is constantly evaluating the content of
the music video in respect to their own personal values and the goals which
motivated them towards the experience in the first place. Appraisal theorists
suggest that the type of emotions evoked by music depend on how the listener
evaluates the musical stimuli and whether it is compatible with their emotional
goals, whether it is conducive of their own standards and values, and how they
cope with the consequences of their goal being reached or obstructed (Scherer,
2005; Scherer & Zentner, 2001). While this thesis primarily takes a constructionist
approach to understanding music video phenomena, the importance of the
individual’s subjective feelings and larger-scale cultural norms and societal
values during the appraisal process sheds light on the cognitive mechanisms
related to associations and memory (which will be discussed in greater detail
below). This is especially pertinent in music video experiences, since it is not only
the music which needs to be evaluated, but the visual content as well. The viewer-
listener’s subjective feelings about the objects in the video therefore have the
potential to drive what is associated with the music in subsequent listens.
Whether this has a positive or negative effect on the viewer-listener’s affective
state depends on whether or not they are compatible with their previously held
expectations about the music.

1.3.1 Regulating affect with music

Music’s ability to influence affective states and evoke powerful emotions has
been established as one of its most important functions. Different musical
activities may be more useful for helping the individual meet certain needs over
others, depending on their affect regulation goals. Individuals often have an idea
of what kind of music they need to listen to at a particular moment, even in the
absence of a specific affect regulation goal (Saarikallio & Erkkild, 2007). Research
examining music’s ability to regulate affective states, including emotional
reactions, and research concerned with the mechanisms underlying these
processes provides a starting point from which music video’s influence on
perception and affective outcomes can be explored.

Van Goethem and Sloboda (2013) outlined four levels of analysis for
understanding music’s use for affect regulation: goals, tactics, strategies, and
mechanisms. Music listening and music video watching are examples of tactics,
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which are used to meet a particular affect regulation goal, for example: to relax
after a long day. The individual then uses a strategy like revival or diversion.
Mechanisms are the processes which enable regulation, and there are two
different types: those that are related to the content of the music itself (intrinsic
mechanisms) and those which are based on the memories and experiences of the
listener, and other situational features (extrinsic mechanisms). The mechanisms
at work in a particular listening activity depend on the regulation goal and
strategies employed.

Music video experiences are an example of a music listening tactic which
employs many of the same or similar strategies and mechanisms as audio-only
listening. For example, Sun and Lull’s (1986) study found emotion regulation
goals were associated with music video watching, including those related to
escaping negative thoughts and emotions, and boredom relief. Categories of
reasons related to entertainment, emotional responses, passing time, and escape
are similarly reflected in Saarikallio and Erkkild’s (2007) strategies of music and
affect regulation (entertainment, revival, strong sensation, diversion, discharge,
mental work and solace). However, the viewer-listener is constantly appraising
and reacting to the emotional content of the music video, which may cause
changes in core affect that culminate into prototypical emotional responses.

Baltazar and Saarikallio (2019) suggest a model of music’s use for affect
regulation which explores combinations of strategies and mechanisms across
three components of affect: cognition, feelings and bodily reactions. Two groups
of strategies emerged: analytical and change strategies and repairing and
pleasure strategies. Mechanisms were also grouped according to whether they
are dependent on the individual or the features of the music. Analytical and
change strategies were associated with individual-dependent mechanisms,
whereas repairing and pleasure strategies are related to feature-dependent
mechanisms. For example, an experience which emphasise the bodily reaction
component of affect regulation (as opposed to focusing on the task at hand) is
associated with repairing strategies like revival and individual-dependent
mechanisms such as contagion: the process of inducing emotions whereby the
listener mimics the emotion they perceive as being expressed in the music (Juslin
& Vastfjdll, 2008). This research provides insight into the possible strategies
being used by viewer-listener’s during music video experiences and their
relationships to affective outcomes. The cognitive, affective and bodily
components of music video experiences may be more salient, depending on how
its emotional content is appraised, and whether that appraisal is influenced by
the viewer-listener’s pre-existing perceptions about the music.

While Sun and Lull’s (1986) study found that music video experiences were
used to fulfil similar affect regulation goals in respect to entertainment and
aesthetic experiences, whether the music video was successful at fulfilling their
needs was not addressed (it was not the aim of their study). Of particular interest
to this dissertation are the mechanisms involved in influencing changes in core
affect during music video watching and their relationship to the mechanisms
activated in subsequent listens. These mechanisms may also be related to specific
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intentions for engaging with music video experiences. Current research on the
psychological mechanisms involved in music evoked emotion, particularly those
involved in top-down cognition and imagination processes are of particular
interest. These mechanisms, including BRECVEMA mechanisms like visual
imagery and episodic memory (Juslin et al.,, 2013; Juslin & Vaistfjdll, 2008),
provide a starting point for understanding how music video information affects
music perception and listening outcomes.

1.3.2 The influence of extramusical information

Music videos contain extramusical information, which research has shown has
the potential to influence how a song’s emotional quality (or meaning) is
perceived (Vuoskoski & Eerola, 2015). Music video experiences may have the
potential to influence the viewer-listener’s affective reaction to the music,
including emotion induction, during both the initial music video experience and
in subsequent listens by affecting how musical information is encoded and
retrieved from long-term memory. An understanding of the underlying affective
and cognitive mechanisms at work during music listening experiences and how
they may be affected by visual information in music videos provide a starting
point for understanding these phenomena.

As it was defined above, a music video experience involves the viewer-
listener attending to and engaging with the audio and visual content of a music
video over a period of time. The events of the music video (which includes
emotional content) can be conceptualised as a micro-context within the larger
situational context of the viewer-listener who, by using their imagination, is able
to experience the “other world” offered in its content. The extent to which
perception is influenced, however, is determined by interactions between the
individual viewer-listener, the content of the music and video (the events of the
“other world”), and the context where the experience takes place. Hargreaves
(2012) refers to these as the determinants in his reciprocal feedback model (RFM)
of music processing, where any one determinant exerts an influence on the other
two. For example, the preferences of the listener influence what type of music
they will select depending on its appropriateness in a particular environment.
According to this model, it is the interactions between networks of association
between these determinants which influence the type of cognitive, affective and
physiological responses experienced by the listener. The imagination is the
operating system through which these interactions occur (Schubert, 2013).
Hargreaves (2012) describes imagination as the “cognitive basis of musical
perception and production (p. 540).” Imagination has a pivotal role in how
associations at the personal, cultural, and structural (i.e., the music’s features) are
retrieved from memory when processing information during music listening. As
the cognitive basis for music perception, imagination has a key role in activating
the cognitive and affective mechanisms involved in processing different sources
of information (whether contextual, feature based, or memories) during music
video experiences. Imagination has an important function in respect to memory
processes (including formation, storage and retrieval), and cognitive processes
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involved in fantasy and make-believe, which have an important function in
respect to the formation ideas, concepts or mental images, even in the absence of
external stimuli. These mental phenomena also play a key role in the emotion
induction process.

The underlying psychological mechanisms responsible for music induced
emotions outlined in the BRECVEMA framework listening (Juslin et al., 2014;
Juslin & Vistfjdll, 2008) shed light on the role of these mental processes. This
framework outlines eight mechanisms: brainstem reflex, rhythmic entrainment,
evaluative conditioning, contagion, visual imagery, episodic memory, musical
expectancy, and aesthetic judgement. These mechanisms, in addition to cognitive
appraisal, provide an explanation for the processes by which emotions are
induced in response to musical features in a given listening context.

While all of these mechanisms can be applied to music video experiences in
some form, of particular interest are the mechanisms: visual imagery, episodic
memory and aesthetic judgement, due to their relationship with imagination (i.e.,
fantasy and memory) processes and the viewer-listener’s subjective evaluations.
Visual imagery refers to the process of emotion induction as a result of the
internal images experienced in the listener in the absence of any external stimuli.
These images reflect a metaphorical mapping of the music’s emotional
characteristics (Juslin & Vastfjdll, 2008). The experience of visual imagery also
involves the activation of other cognitive mechanisms involved in emotion,
memory, and motor control (Kosslyn et al., 2001). The experience of vivid mental
imagery for the purpose of regulating emotional arousal has been associated
musical training (Kussner & Eerola, 2019). Furthermore, musically trained
students have been found to perform better at cognitive tasks which require
creating, maintaining and transforming visual imagery (Commodari & Sole,
2020). Episodic memory refers to emotion induction as a result of the music
triggering the recollection of specific memories associated with the music. These
memories may evoke feelings of nostalgia depending on their autobiographical
salience and the individual’s proneness for nostalgia (Barrett et al., 2010).
Episodic memory reflects imagination processes related to memory storage and
retrieval, whereas visual imagery reflects its fantasy and make-believe processes.
Aesthetic judgement reflects the subjective feelings of the individual towards the
music based on factors such as preferences and other criteria (Juslin et al., 2014).

There are many overlaps between visual imagery and episodic memory
mechanisms, and the differences may be particularly ambiguous for those who
have a congenital lack of visual imagination (a phenomenon referred to as
aphantasia, see: Keogh & Pearson, 2018)3. For the purpose of this thesis, the key
difference between these two mechanisms is in the personal component of
episodic memory. Visual imagery that reflects the content of the music video may
be more accurately conceptualised as episodic memory if these visual images are

3 This is, at least in part, due to my own anecdotal and practical experience with these phe-
nomena as someone with a strong visual memory. If a piece of music reminds me of an
event in my life, I experience that memory as visual mental imagery. I have a close friend
with aphantasia (who gave me permission to mention this in this footnote) who can re-
member the source of their associations but never as visual imagery.
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associated with the specific memories of the individual. The effect of the video’s
visual representation of the music’s meaning being congruent with the
associations already attached to the music influence the song’s personal
significance to the listener. Music video content may be retrieved from memory
and manifested as visual imagery in subsequent listens without contributing to
the personal importance the individual places on that specific piece of music (the
importance of this distinction will become clearer in the next section of this
chapter, which addresses the audio-visual perception literature).

1.4 Music in film

The visual component of music video experiences is the key factor which
differentiates them from other forms of music engagement. Existing research
concerned with musical multimedia, including the perceptual and emotional
effects that occur as a result of pairing music with visual stimuli provides a
starting point for understanding music video experience effects. This research
sheds light on the cognitive processes at work during multimedia experiences,
including how attention is directed towards information from multiple
modalities, and how information from one modality contributes to the
perception of the other. This section will also outline how the same or similar
mechanisms involved in music listening function in music video experiences,
particularly those involved in imagination processes.

Existing models and theories of the cognitive and affective processes at
work during music listening and film-viewing provide a starting point for
understanding how music videos influence music perception. The exact effect a
music video may have in subsequent listens is contingent on many factors, many
of which are beyond the scope of this dissertation. However, existing research
concerned with the psychological (including affective and cognitive processes)
and physiological processes involved in consuming bimodal stimuli like music
videos provides a foundation from which we can begin to generate hypotheses
about these effects and the conditions under which they are most salient. This
section will conclude by discussing the cognitive processes involved in audio-
visual perception and their effect on which psychological mechanisms are
activated in subsequent listening experiences.

1.4.1 Congruence-Associationist Model

Music’s ability to direct attention and influence core affect is also an integral
component of its function in film. The word film in this context refers to any
multimedia which pairs music and moving pictures (i.e, video) for
entertainment purposes, including music videos, advertisements, and
Hollywood films. One of the most cited frameworks concerned with the function

of music in film contexts is Annabel Cohen’s Congruence-Associationist Model
(CAM; Cohen, 2013; Marshall & Cohen, 1988). The cognitive processes outlined
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in CAM provide a starting point for exploring the possible effects of music video
experiences on music perception. Additional models and research which relate
to or build on CAM concepts are also highlighted.

The CAM framework outlines how music guides attention and supplies
emotional information during film experiences. Both music and film consist of
structural and meaning aspects (Cohen, 2013). Attention is directed towards
shared structural features in both the music and the film, such as shared accent
patterns and synchronicity, as they unfold over time. This gestalt principle of
grouping by similarity reflects the congruence component of the model. The
music’s emotional qualities provide an emotional context for understanding the
events of the film as a result of associations brought to mind by the music. CAM
outlines how the perception of sensory information (bottom-up cognition) and
information retrieved in long-term memory (top-down cognition) are used to
construct a working narrative of the film. Cohen (2013) posits that the concept of
a “working narrative”, which is constructed by combining the relevant
audiovisual information currently available at the level of conscious experience,
is loosely related to that of working memory. CAM has useful applications in
respect to understanding how music video content is processed. The outcome of
these processes, however, depends on the viewer-listener’s perception of the
emotional content reflected in the structural features of the music and video and
any pre-existing associations they have about the music.

Evidence from existing research suggests that perceived congruencies
between the music and the visual channel will have a key role in directing
attention and influencing core affect during music video experiences (Marshall
& Cohen, 1988). Research has also shown that music can decrease the time it takes
for the viewer’s gaze to fixate on particular objects in the film, as well as
accentuate the emotional impacts of those objects (Millet et al., 2021). Iwamiya
(2013) refers to this temporal alignment of structural features as formal
congruence, which has an important role in combining audio-visual information
into a unified percept. Formal congruency has also been shown to enhance
viewers’ evaluations of multimedia, suggesting that synchronising audio and
visual structures can create a more impactful experience (Kim & Iwamiya, 2008).
On the other hand, semantic congruence reflects the perceived similarity between
the affective components of the audio and visual modalities. For example, when
pairing a computer-generated version of a piano performance under different
colours of light, semantic congruence perceived between the music and the
colour influenced the impression of the music. Brighter colours (for example,
green, yellow, and cyan) influenced the affective impact of pieces in a major key
and fast tempo (Iwamiya, 2013). This sheds light on how subjective congruence
can influence the overall impact of an audio-visual scene. While the relationship
between specific patterns of structural features and their influence on music
perception, enjoyment, and affective reactions are not specifically addressed in
the studies presented in this thesis, the role of subjective congruence in directing
attention and core affect processes is integral to its goals.
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The association component of CAM highlights how information stored in
long-term memory (LTM) influences audio-visual perception. For example,
extramusical concepts related to the genre of a piece of music playing during a
movie trailer can influence expectations about the genre of the movie, as well as
the feelings or ideas presented in the movie (Strobin et al., 2015). Extramusical
associations about specific genres of music are activated in the form of cognitive
schemas; these reflect networks of ideas, feelings, attitudes, and knowledge
about concepts related to a particular genre. Cultural stereotypes related to genre
are an example of a negative form of cognitive schema (Shevy, 2008). These
schemas also apply to the visual content as well and may play a role in the
subjective evaluation of a music video’s content based on its alignment with their
personal values and beliefs (Manolika et al., 2021).

Music can clarify the emotional tone of film events and provide viewers
with an interpretative framework for understanding the characters' behaviours
and motivations. It may also affect the viewer’s interpretation of what occurred
in the film, including the personality and motivations of the characters, in a way
that is congruent with the mood of the music (Boltz, 2005). Furthermore, music
can bias attention towards elements of a visual scene which are coherent with or
embellish the emotional tone of the music, resulting in better memory
performance when recalling the events of the film (Boltz et al., 1991). However,
visual information can also influence how music is perceived. Boltz (et al., 2009)
found that visual information may bias music perception in such a way that it is
congruent with the emotional tone of that visual information. Participants falsely
identified a piece of music as being faster or slower than the original presentation
depending on the valence of the visual content: music presented with low
valence visual content were identified as slower, and music presented with high
valence visual content were identified as faster. This occurred regardless of
whether the visual information was presented in the form of a video or as a
montage of still images.

Boltz suggests that the valence of the music accompanying the film biases
what the viewer remembers and how they evaluate the events of the film in a
mood-congruent way. Furthermore, it can guide attention to certain objects in the
film that are consistent with their interpretative framework; this attentional
highlighting facilitates subsequent recall because the information from both
modalities has been integrated into a single memory code (Boltz, 2004; Boltz et
al., 1991; Boltz et al., 2009). This insight sheds light on how music video content
may potentially music perception in subsequent listens as well, depending on
whether the perceived emotional impact of the audio-visual pairing.

1411 Music video content

The visual content video and its perceived structural and semantic relationship
to the music reflect the feature-dependent determinants of the experience. This
content can be categorised as narrative or corporeal; narrative content reflects
information in the video that provides context about the emotional content or
meaning of the music, whether it is in the format of storylines or through audio-
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visual iconicity (see Kendall, 2005), whereas corporeal content reflects human
gestures. Corporeal information may also be further categorised according to
whether this corporeal gesture reflects musical movement such as scenes of the
musician or musicians performing the music and choreography, or expressive
gestures which, although not related to the production of the music, provide
emotional information through bodily expression.

One of the most popular reasons for music video watching includes
watching in order to understand the meaning of the music (Sun & Lull, 1986).
Videos which depict narrative content, such as storylines or the use of culturally
symbolic and/or iconic imagery, can provide viewers with a source of meaning
which they can use as a framework for understanding what the artist is trying to
convey. Storylines and narratives are a strong example of how music videos can
provide additional context about the meaning of the music. The story, its
characters, and the outcome of the music video may then provide a framework
for understanding how the artist or artists intended the meaning to be
understood. One example would be to provide a story which visually depicts the
content of the lyrics; however, this is not necessary for a music video to be
impactful.

1.5 Complementing existing models

Both CAM and the reciprocal feedback model shed light on the role of associative
mechanisms involved during music and music video experiences: information
stored in LTM activates cognitive networks associated with that information
which, through the cognitive processes of the imagination, guides attention and
influences changes in core affect. Schubert’s (2014) spreading activation theory
explains how, in a given context (for example, music listening or music video
watching) associated meanings activated in the form of mental representations,
referred to as nodes, influence the experience. Through exposure and learning,
individuals develop their own networks of nodes. Spreading activation theory
provides an explanation for aesthetic pleasure experienced in response to
musical activities: greater hedonic outcomes occur as a result of activating larger
networks of association. This also explains the importance of preferences in
experiencing hedonic outcomes from music and music videos.

The importance of imagination and its relationship to memory was first
applied to movie-going experiences in the earliest theories on the psychology of
film: “The Photoplay” by Hugo Miinsterberg (1916). Imagination transports the
viewer into the diegesis of the film. However, while their subjective thoughts,
feelings and associations about the content of a film influence their perception of
the film's events, these existing associations are only supplementary information.
It is the content of the film which ultimately exerts the most control over what
ideas the viewer is meant to associate with its content. The psychological
processes involved in attention, perception, emotion and memory contribute to
how the imagined world of the film is experienced as a result of top-down
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mechanisms providing supplementary information that can assist the viewer’s
comprehension of the events that unfold on screen. In doing so, the film can free
the imagination from the constraints of real-world expectations and provides
gratification in the form of aesthetic pleasure, emotional outcomes, learning, and
changes in arousal (Tan, 2018).

The models of multimedia put forth by Cook (1998) provides a framework
for theoretical discourse concerned about audio-visual interactions. This
framework provides both an inventory of the typical relationships between the
different media within a multimedia context, as well as a set of terminology for
describing them. This framework consists of three models of multimedia,
conformance, complementation and contest. These models describe the semantic
(meaning) relationships between the different constituent media in respect to
their differences and similarities. The conformance model, for example, reflects
when the meaning conveyed in one media can be seen as a projection of the
meaning conveyed in another, and vice versa. This does not mean to say the
audio and the visual share all of the same structural similarities, only that they
are compatible with the same meaning. Cook illustrates conformance using the
constituent media of Kandinsky’s Der gelbe Klang as an example:

“...one might speak equally well of the coloured lights ... projecting the stage action, or
the stage action projecting the music, or the music projecting the colours; that is what it
means to say that all constituent media of Der gelbe Klang are conformant with one
another, and that Der gelbe Klang is an instance of conformance overall... each medium
of Der gelbe Klang is congruent with each of the others; it embodies the same spiritual
content (pg.100-101).”

This type of unitary conformance is rare in actual multimedia. For this
reason, Cook posits that conformance is less applicable for modelling the
relationships within an entire multimedia context, but instead represents a model
of the relationships between different constituent media within the larger
multimedia context. Conformance occurs when the constituent media pass what
Cook refers to as the similarity test. However, since complete conformity is rare,
what is more relevant (especially in music video contexts) is the difference test.

The difference test and the models that stem from it provide a conceptual
framework for understanding how audio and visual information interact to
influence perception and affective outcomes in music video experiences. The
outcome of the difference test establishes whether the relationship between the
constituent media (i.e., within a music video) is a relationship of contrariety or
contradiction. If the content of the music and video are perceived as similar in
their character or connotation, then it is a relationship of contrariety: it fails the
difference test. Contrariety occurs when the same semantic meaning can be
inferred from the underlying structural content of the constituent media; they
blend together to form a single semantic structure. Contradiction, on the other
hand, suggests that there is a direct conflict between constituents. If the
relationship is one of contradiction, then it passes the difference test and falls
under the contest model.
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In the contest model, the different channels of media (the music and the
video) each embody their own separate semantic structures. Each media, through
its own structural characteristics, tries to impose its own meaning upon the other.
Interestingly, Cook asserts that multimedia where one media (for example, the
music) already existed before the production of the other makes for particularly
interesting examples of contest, using the music video for Madonna’s Material
Girl as an example. By adding a cinematic context to the meaning already
recognised in the music, a third meaning is formed: this is the outcome of contest.
However, there are instances where the constituent media are neither entirely
consistent nor contradictory. In complementation, each constituent media
represents its own meaning with a unique role within its larger multimedia
context. Cook equates this to the role of music in the Hollywood film, especially
in the earlier days where the score would be composed to match the final visual
product. Although the role of the music may be considered a supporting one, the
final meaning of the film is not complete without the additional meaning
provided by the music. While Cook views the audio-visual interactions that
occur in respect to meaning generation during music videos as representative of
the contest model of multimedia, there may be contexts where the
complementation model better reflects the relationship between the music and
visual components of the experience. If the music and video are perceived as
adding something to the experience that the other cannot, then complementation
applies. If the viewer-listener has a previous association with the music which is
at odds with the content of the video, a third meaning is formed. The appraisal
of the visual content relative to the original meaning associated with the music
forms the basis of this new meaning.

Music’s ability to promote feelings of pleasure and eudaimonic enjoyment
are part of what makes it such a versatile psychological resource(Lamont, 2011;
Mas-Herrero et al., 2013). A defining component present in all the models and
frameworks outlined in the sections above is the importance of associations and
the construction of meaning. These meanings contribute to bottom-up and top-
down cognitive processes involved in directing attention and constructing a
narrative. The viewer-listener then appraises this content in respect to their
situational context and the reason for watching (goal). The extent to which this
experience is perceived as pleasant or unpleasant, the potency of that
(dis)pleasure, and the relative importance of any pre-existing associations the
viewer-listener may have with the music determines the affective response. In
this sense, music listening can be conceptualised as a skill with the potential for
adaptive or maladaptive consequences on well-being (Reybrouck & Eerola, 2022).
The same may be said about music video experiences, particularly among young
people for whom music media may become a source for self-comparison and
social learning (Kistler et al., 2010). A better understanding of music videos
experiences and their effects may help mitigate the potential negative effects that

arise as a result of maladaptive music listening (and general media engagement)
habits.
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2 RESEARCH QUESTIONS AND METHODOLOGIES

This dissertation investigates music video engagement and perceptual
phenomena by addressing the following research questions:

e What are the functions of music video experiences?

e How does extramusical content (i.e., visual information) influence
music perception in music video contexts?

e How does exposure to music video content influence how music is
perceived in subsequent, audio-only personal listening experiences?

One of the distinguishing features of this dissertation is its use of qualitative and
quantitative methodologies. This mixed methods approach allows for a more
thorough investigation of music video experiences. All four studies were data-
driven, with each study building off the findings of the last. Specific research
questions for each study are outlined in their respective sections below.

Each study uses a different methodological approach, with the first study being
the most exploratory and the fourth being hypothesis driven. Study I features a
qualitative analysis of data collected from an open-ended questionnaire designed
to get an understanding of participants’ experiences with music videos. It
broadly addresses all three research questions presented above, in order to gain
insight into the nature of music video experiences and the scope of the perceptual
phenomena they elicit.

The second study explores these phenomena further and explores their
relationship to individual differences in music listening for emotion regulation
behaviours. Study III consists of a survey about music video experiences whose
items were developed based on the key findings from the study 1. Finally, Study
IV analyses data from real-time, everyday listening episodes in order to
determine the effects of music video exposure on listening outcomes in personal
listening experiences. This final study uses an experience sampling method (ESM)
in order to explore the theoretical insights brought forth in the previous studies
in a more ecologically valid setting.
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2.1 Study I - Qualitative questionnaire

The first study was exploratory and had no specific research question. The
purpose of the study was to gain as much qualitative insight as possible into
music video experiences, including why participants watch them, what kind of
thought processes occur during these experiences, their affective reactions, and
whether their future listening experiences were influenced by what they saw. The
findings from this study set the foundation for the subsequent studies in this
thesis by identifying the most salient conceptual phenomena which could be
explored further using different methodologies.

2.1.1 Participants

Participants were recruited from a university e-mail list of approximately 100
music theory students and via social media. This resulted in a convenience
sample of 34 participants between the ages of 15 and 27 (M = 22.4, SD = 2.79; 53%
female). The majority of participants identified as Canadian (53%), eight chose
not to identify their nationality and the remaining three identified as American,
Australian and Korean. Two participants disclosed having a second nationality
in addition to being Canadian (Chinese and Dutch).

2.1.2 Study Design and Procedure

The study featured an online questionnaire, which consisted of 12 open-ended
questions and took approximately 25 minutes to complete. The study was hosted
on an online platform so that participants could complete the study in an
environment where they would usually watch music videos (MVs), and to
minimise experimenter influence. It was important to create an authentic
environment, since they were also asked to watch a MV before they filled out the
questionnaire; this elicitation technique promotes discussion and elaboration of
ideas and reduces recall bias (Barton, 2015).

The questions were designed to elicit descriptive responses from
participants about all aspects of their music video experiences. Participants also
indicated which devices they use to watch MVs on, including Smartphone,
computer/laptop, tablet, and “other”. If the participant selected “other”, they
were prompted to type the name of the device.

2.1.3 Coding procedure and analysis

The study used an abductive grounded theory approach in order to gain insight
into music video experience phenomena. This type of qualitative approach is
especially useful for exploring topics which have been underexplored or where
understanding is currently limited. Abductive analysis requires the researcher to
limit their preconceptions about the problem being investigated (Charmaz, 2006).
Grounded theory starts inductively; however, it evolves into abductive reasoning
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as the researcher attempts to interpret and understand the data using alternative
theoretical explanations (Timmermans & Tavory, 2012) . This process of
defamiliarizing and revisiting the data from different theoretical perspectives
was appropriate, since many components of MV experiences have previously
been explored, even if they have not been applied directly to MVs in an empirical
research setting. Topical areas of research which informed the analysis include:
personal music listening in everyday life, the psychological function of music
listening, theories of music evoked affect (including emotions), and the cognitive
encoding of audio-visual stimuli.

The first step of the coding process was to identify 1) the main reasons why
participants choose to watch MVs, 2) the cognitive and affective phenomena that
occurred during the MV experience itself, and 3) the carry-over effects imposed
on future listening experiences. Once the data were organised into these three
temporal-categories, they were sub-coded further using the in vivo method. In
vivo coding preserves the language used by the participants, keeping the analysis
grounded in the data (Charmaz ,2008; 2006). If a code described multiple aspects
of the experience or inferred multiple meanings, simultaneous coding was used
(Saldana, 2016). The second step of the analysis was to perform axial coding,
which involves grouping codes with similar meanings together. It was during
this phase that the main categories and subcategories within each temporal level
were formed. All coding was performed on NVivo (version 12).

2.2 Study II - Mixed method exploratory study

The second study builds on the first study’s findings by triangulating the main
qualitative categories established in the first study with quantitative data
(previously validated psychometric scales) collected from the same participants.
In doing so, a preliminary investigation into the potential relationships between
specific aspects of music video experiences and personality traits, as well as
between experience aspects and healthy and unhealthy music-listening
behaviours could be explored. The study did not have any specific hypotheses in
respect to these possible relationships.

2.21 Design

The second study was an extension of the first: it used the same data and
qualitative analysis, however it also included additional quantitative data which
were not explored in Study I. This was in order to explore the potential
relationships between music listening for emotion regulation behaviours,
personality, and the categorical data established in Study I. The same participant
sample was used; however one participant was omitted from the analysis. This
was because only select categories were transformed into nominal data, and this
participant did not have any data coded in those categories.
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Select thematic categories from the four temporal levels established in
Study I, labelled Intention, Attention, Reaction and Retention (IARR) framework,
were chosen for this analysis. At the Intention level, internal and external goals
were selected. At the experience level, which consists of Attention and Reaction
levels, only the Reaction questions were selected, since this study was primarily
interested in how MV experiences reflected emotion outcomes. Analyses were
performed on the Strong Affect sub-category. An additional sub-category that
was not explored in the first study was included, labelled Unimpacted in order
to compare the scale measure data for participants who experienced strong
affective outcomes from MV experiences with those participants who reported
that MV experiences were less emotionally salient than audio-only listening
experiences. The individual Retention categories (New Interpretation of Meaning,
New Affect Perception, and Visual Mental Imagery) were not analysed in this
study; instead, the duration of effects (long-term or unaffected) was analysed.

2.2.2 Materials

Participants were instructed to complete two psychometric scale measures prior
to completing the open-ended questionnaire. Personality traits were measured
using the Ten-Item Personality Index (TIPL Gosling et al., 2005). However, since
the sample was small and the study was specifically interested in the relationship
between emotional use of music and MV outcomes, only emotional stability
scores were analysed. Use of music for emotional health and well-being were
measured using the Healthy Unhealthy Music Scale (HUMS; Saarikallio et al.,
2015). Qualitative categories selected for analysis were internal and external
goals (Intention level), strong affect and unimpacted (Experience-Retention level)
and duration of effects (Retention). These categories were transformed into
nominal data for the purpose of analysis. All statistical analyses were performed
on Jamovi (v2.1).

2.2.3 Analyses

The study triangulated qualitative findings from Study I with the scale measure
data in order to explore the potential relationships between individual
differences in these traits and MV listening experience behaviours. Independent
sample t-tests, Mann Whitney u-tests and one-way ANOVA were performed in
order to explore the relationships between both sets of data.

2.3 Study III - Online survey

The third study investigates the characteristics of music video experiences and
their effects on subsequent listens further using quantitative methods. The study
features an online survey with items based on the main thematic categories of
each level of the JARR framework in order to gain more insight into the potential

38



relationships between thematic concepts at different temporal levels. The study
used principal component analysis (PCA) to reduce the dimensionality of items.
Correlations and linear regression analyses were conducted in order to explore
the possible relationships between principal components.

2.3.1 Research questions and hypotheses

The study had two research questions:
e What are the key characteristics of music video experiences (Experience
components) and their carry-over effects (Retention outcomes)? (RQ1)
e How are Experience components related to Retention outcomes? (RQ2)

For RQ1, it was hypothesised that Experience components would reflect
themes related to the content of the music video, such as narratives and
performance content, and intention goals related to emotion regulation, cognitive
goals related to understanding the meaning of the music, and social goals related
to social media engagement. It was hypothesised that Retention outcomes would
reflect effects describing how personal associations with the music and the visual
imagery mechanism were influenced by the music video’s content in subsequent
listens. RQ2 was mostly exploratory, however, a strong relationship between
experiences emphasising the importance of visual content that outlines the
meaning of the music, whether by providing context about the meaning of the
lyrics or via performance gesture, was anticipated.

2.3.2 Participants

Participants were recruited via Survey Circle (www.surveycircle.com), Twitter,
Facebook, and JYU e-mail lists. The first 25 participants to complete the survey
were offered a €5 Amazon gift card voucher, and all participants who provided
a valid email address were entered in a raffle for a chance to win an Amazon gift
card valued at €25.

The final sample consisted of 155 participants after screening for careless
responding and removing all those who did not complete the entire survey.
Participants were between the ages of 15 and 44 (M= 27.3, SD = 5.88). A total of
39 countries were represented in the sample. 62.3% of participants reported they
lived in the EU. The countries with the highest number of participants were
Germany (19 participants), followed by Finland (18 participants) and the UK (18
participants). 66% of the sample identified as female. 44.5% of participants
identified as music-loving non-musicians.

2.3.3 Design and Procedure
Questionnaire items were based on the main thematic categories within each
temporal of the IARR framework identified in Study I. The questionnaire was

divided into two sections: the first section included items describing intention,
attention and reaction-level themes, while the second section included items
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describing retention-level themes. Participants answered each question by
indicating how much they agreed with each statement on a five-point Likert scale
(1 = disagree strongly, 5 = agree strongly). The questionnaire was hosted on the
online survey platform webporol.

All participants indicated their consent to participate on the study’s landing
page, which also contained all instructions and details about the purpose of the
study. The study took approximately 20 minutes to complete.

2.3.4 Analyses

Two separate principal component analyses were performed to reduce the
dimensionality of the items. The first analysis included all items describing
intentions and experiences (referred to as Experience components), while the
second analysis contained all items describing Retention outcomes. Since
correlations were expected between components, Promax rotation was used to
increase interpretability of the loadings. Sampling adequacy was evaluated using
the Kaiser-Meyer-Olkin (KMO <.60; Kaiser, 1974). Once the dimensionality of
items was reduced for both surveys, correlation and linear regression analyses
were performed in order to explore the relationships between variables at both
levels.

24 Study IV - Experience Sampling Study with MuPsych

Study IV was designed with the aim to explore whether the perceptual effects of
music videos identified in the previous studies affected music listening
experiences in everyday life. The analysis featured here is from data collected
during the pilot phase of the study. Study IV was hypothesis driven: its primary
purpose was to examine whether music video content influence the subsequent
enjoyment of and emotional reactions to the music in audio-only listening
experiences, and whether these outcomes could be explained by changes in
personal significance attached to the music (Personal Significance), how the
individual perceives the music’s meaning (Interpretation), and the extent to
which visual content is recalled as visual imagery (Image Recall).

The study also explored interactions between Image Recall with both Personal
Significance and Interpretation predictors, in order to explore any possible
moderating effects of these variables on the strength of each outcome. Findings
from this study were discussed in respect to how visual information in the form
of performance gestures and narratives depicting the meaning of the music can
be applied in music education practices.

24.1 Research questions and hypotheses

This study had two research questions:
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e How do changes in personal significance, interpretation of meaning, and
visual imagery from the music video influence enjoyment in personal
music listening experiences?

e How do changes in personal significance, interpretation of meaning, and
visual imagery from the music video influence emotional reactions in
personal music listening experiences?

For the first research question, it was hypothesised that Personal
Significance would have an effect on enjoyment, and that this effect would be
stronger as Image Recall increased (H1). For the second research question, it was
hypothesised that changes in Interpretation and Personal Significance would
have a stronger effect on emotional reactions as Image Recall increased (H2).

2.4.2 Participants

Data from 15 participants between the ages of 18 and 37 (M = 21.7, SD = 4.56)
were collected. The most frequently reported nationality of participants was
Finnish (N = 4), followed by Canadian (N=2) and American (N = 2). Participants
were recruited via email lists for doctoral students and music students at the
University of Jyvaskyld, as well as through Google (AdSense). Two participants
did not complete the demographic information survey. All participants who
completed the demographic information portion of the study had stated having
at least a high-school level education.

2.4.3 Design and Procedure

The study was completed entirely on the MuPsych application for Android
smartphones. This allowed participants to complete the study while they were
listening to music as they normally would in everyday life. The application
works by prompting the participant to answer questions directly on their device
at three time points: the first prompt occurs at the start of their music listening
episode, the second prompt occurs at the five-minute mark, and the third
prompts after approximately 30-minutes, if they are still listening to music. At
least the first and second prompts need to be completed: this set of questions
represents one experience sampling report (ESR). Participants needed to
complete at least 20 ESRs over the course of a two-week period in order to be
entered into a draw to win one of two €25 Amazon gift cards.

The first screen consists of standard MuPsych items, which collect self-
report data about the participant’s current affective state. Two seven-point Likert
scales appear on the first screen (titled “How do you feel?”) which assesses initial
valence (labelled at points 1, 4 and 7: very negative - neutral - very positive) and
arousal (labelled at points 1 and 7: very low energy - very high energy). The
second and third screens were designed specifically for Study IV. The second
screen, which prompts at the five-minute mark, assesses valence and arousal for
a second time with the same 7-point Likert measures as the first screen. After this,
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a screen is presented which asks the participant if they have seen the music video
for the song they were just listening to when the ESR was prompted. If the
participant indicates that they were not familiar with the music video, they are
asked if they are familiar with the music video for the song they were listening
to at the start of the music listening episode (i.e., the song that was playing when
they filled out the screen with the first set of questions). If they had seen a music
video for either of these songs, the next screen consisted of the following
questions: “How has the music video influenced your current listening
experience of <Track Name>?”, with five questions on 7-point slider scales:
“How has your enjoyment of the music changed?” (Enjoyment; Enjoyed less - No
change - Enjoyed more); “How has your emotional reaction to the music
changed?” (Emotional reaction; Not at all - Very much); “Has your interpretation
of the lyrics/ music changed?” (Image Recall; Not at all - Very much); ‘Has the
music video made the song more personally significant?” (Personal Significance;
Not at all - Very much). (Interpretation; Not at all - Very much); “Did you
remember images/ visual content from the video?” Responses to these MV-ESRs
were used in the analysis, where enjoyment and emotional reaction were entered
as dependent variables, and image recall, personal significance, and
interpretation were entered as predictors. If participants had not seen the music
video for either song, they were presented with an alternate screen, with three 7-
point Likert-scale sliders relating to the music. This screen was added in order to
keep the number of screens presented to participants consistent regardless of
whether they had seen the music video or not. This was done in order to remove
any incentive to indicate that they had not seen the music video even if they had
in order to complete the number of ESRs necessary to be entered into the prize
raffle.

24.4 Analyses

A total of 152 MV-ESRs were collected from participants. MV-ESRs consist
entirely of experiences for songs that participants had seen the music video for.
Two Linear Mixed Models (LMMS) were performed which incorporate the
participants as random intercepts; this allows for individualised intercepts for
each participant, thereby considering individual differences between
participants.

Each predictor variable (Image recall, Personal Significance, and
Interpretation) was entered into each model separately, as well as interactions
between Image Recall and Personal Significance, and Image Recall and
Interpretation. Simple effects analyses were performed in the event any
significant moderations were observed in order to detect the slope of each
predictor (Personal Significance and Interpretation) and its significance level at
different levels of Image Recall.
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3 SUMMARY OF STUDIES

The main findings from each of the four studies presented in this dissertation are
summarised in this chapter. Studies I, II and III were the most exploratory;
Studies I and II identified the key conceptual phenomena, while Study III
explored the relationships between these concepts further. Study IV was
hypothesis driven and used more sophisticated data collection and statistical
analyses in order to provide insight into when, how and for whom MVs have the
most salient influence on everyday music listening experiences. The findings
from these studies are presented in greater detail in their original publications

3.1 Exploring music video experiences and their influence on
music perception

The aim of the first study was to create a preliminary framework for
understanding MV experiences. The data categorised according into four
temporal levels: the first level, Intention, describes the reasons or contexts for
watching MVs in the first place; the second level, Attention, includes the type of
content which absorbs attention during the experience, the factors that distract
them from enjoying their experience of the music, and the circumstances where
they direct more attention to certain features of the music or video (i.e, one
modality over another); the third level, Reaction, describes affective outcomes
evoked during MV experiences, the contingent factors that influence these
responses, and the mechanisms that make these reactions possible; the fourth
level, Retention, describes the carry-over effects of MV experiences on future
listening episodes. The discussion of these results are focused on how MV
experiences can bridge the gap between theories concerning audio-visual
cognition and everyday music listening experiences.
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3.1.1 Results

Intention-level categories provided insight into the factors which motivated
participants to watch MVs and were further categorised depending on whether
these reasons were self-motivated (Internal) or motivated by peers or other
outside influences (External). Internal goals included affect-regulation goals such
as to relieve boredom, and to change or maintain their emotional state or energy
levels. Cognitive goals reflect wanting to learn something about the music,
whether it be the artist’s personal interpretation of the song, as well as learning
how to perform the music or dance choreography. External goals reflect the social
function of music listening and includes sharing MVs with peers or watching
MVs peers have shared with them. Media influences were also included as a
separate sub-category within the External heading in order to reflect participants’
experiences watching MVs which were trending in the media or recommended
to them by YouTube. An additional category was included in order to cover
reasons that reflect reasons such as new releases by a favourite artist or watching
due to personal preferences for an artist (Preference-driven).

The actual experience of watching MVs was divided into two levels:
Attention and Reaction. The purpose for this division was to differentiate
between codes describing the content guiding attention during the experience,
and the affective outcomes these experiences evoked for the participant.
According to the data, participants were aware of how their attention was
directed towards semantic features and structural features of the MV. Semantic
features describe attending to the narrative content of the MV (labelled
interpretation-focused) and visuals which draw attention to the music’s
emotional quality (labelled affect-focused). Structural features describe attending
to how the music and video’s structural components were aligned with or
otherwise complementing each other, as well as focusing on performance
gestures, whether it be the artist performing the song or the presence of dance
and choreographed movement. Reactions were more difficult to categorise, since
participants overwhelmingly stated that the reaction evoked by the experience
depended on a number of factors (labelled contingencies in the study), such as
their personal associations with the music, the content of the video, and the
characteristics of the song. However, just under half of participants stated that
MVs had the potential to elicit especially strong affective reactions, either in
general or under particular conditions. These affective reactions could be of
either positive or negative valence. Only four participants stated that MVs
generally had no impact on their affective state.

The final category, Retention, is perhaps the most important in respect to
the current study and this dissertation as a whole. The findings from this level
highlight and synthesise current theories of audio-visual cognition and everyday
music listening outcomes and shed light on how malleable and flexible music
listening experiences are over time. Overall, 76% of participants experienced
long-term effects on their perception of the music as a result of having seen the
MV. Three categories were derived from this data: New Interpretation of
Meaning (NIM), which reflects how MV content influenced participants’
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perception of the music’s meaning in subsequent listens; New Affect Perception
(NAP), which reflects how participants perception of the music’s emotional
quality changed as a result of the MV clarifying its emotional tone, which in turn
would influence emotional reactions; and Visual Mental Imagery (VMI), which
reflects how images from the MV were automatically triggered in the mind’s eye
of the listener. These categories often overlapped with each other: for example,
MVs with a story could provide new interpretation of the music, causing a recall
of scenes from that story in subsequent listens, and/or causing them to have a
substantially different emotional reaction compared to their listening experiences
pre-MV exposure.

3.1.2 Conclusions

The study provided novel insight into modern MV listening experiences by
providing new insight into why and how individuals engage with music in this
type of format. The study found results similar to those of Sun and Lull (1986),
including watching to see a visual interpretation of the music, for social learning
purposes, and for affect regulation related reasons. The results from the study
extend their findings by providing an updated model which accounts for
sociocultural factors which did not exist at the time of Sun and Lull’s original
study, such as social media and streaming platforms like YouTube. Attention
and Reaction-level categories highlight how CAM mechanisms function in MV
contexts, which may be especially nuanced in cases where the listener has
previously held associations with the music. Furthermore, the ways in which
MVs affect the perception of the music’s meaning are also in line with Cook’s
(1998) contest and complementation models of multimedia. MVs could provide
a meaning for the music which was in contest with the participant’s previous
associations with and perceived meaning about the music. Although
understanding the music’s meaning was frequently stated as an important factor
which motivated the individual to watch the MV, there were cases where
participants stated they would explicitly avoid MVs for songs which held
significant personal meanings for them in order to avoid this conflict. On the
other hand, there were cases where the MV complemented the participants initial
associations, which afforded more salient affective reactions in the future.
Furthermore, Retention-level results support the findings from previous research
which found that providing extramusical, contextual information about a piece
of music can influence the emotions it evokes, and the mechanisms involved,
especially the visual imagery mechanism (Vuoskoski & Eerola, 2015). This
study’s findings also support Schubert and colleagues (2014) spreading
activation theory. This theory posits that aesthetic pleasure occurs by triggering
a network of mental representations associated with the stimulus (ie., the music).

In conclusion, the results from this study support and extend the findings
from previous topical areas related to music and audio-visual cognition research
and synthesise them in the context of MV listening. The IARR model provides a
new framework for exploring these experiences which considers the new
platforms, devices and technologies providing accessibility and control over
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when and how individuals engage with this music in this multimedia format.
The study addresses the potential attentional and emotional mechanisms
involved during these experiences and the influence this has on how the music
is encoded in long-term memory. Overall, the IARR framework sheds light on
how much extramusical information affects music perception, and the
consequences this can have for the listener in certain situations. The study’s
findings are limited on their own however, since it relies on a small pool of
participants and their subjective reports about previous experiences with MVs.
Future research which looks at individual differences is required, as well as
studies which explore the effects of context on listening outcomes However, the
IARR framework provides a promising first step towards understanding MV and
other musical multimedia by integrating existing knowledge across relevant
disciplines and addressing the gaps within them. This research highlights the
greater need for existing theoretical models to be revised and expanded upon
when they do not adequately consider or reflect the variables influencing
everyday listening experiences.

3.2 Study II: The function of music videos in everyday listening
experiences

The second study analysed quantitative data collected from participants in Study
I to explore the relationships between the IARR’s qualitative categories and
individual differences in music listening for emotional health purposes.

3.2.1 Results

T-test and u-test analyses revealed a significant difference in unhealthy and
emotional stability scores and external goals. Participants who watched MVs for
this reason had significantly lower unhealthy use scores (M = 12.9, SD = 4.13)
compared to those who did not (M = 19.5, SD = 3.27): £(32) = -4.48, p < .001.
Participants with external goals also had higher scores in emotional stability (M
=4.88 , SD = 1.35) compared to those who did not (M = 3.4, SD = 1.45): t(32) =
2.85, p = .008. No significant relationships were observed for internal goals.
At the experience level, significant differences in unhealthy scores were observed
for both strong affect and unimpacted outcomes. Interestingly, unhealthy scores
were significantly higher for individuals who experienced strong affect (M =17.2,
SD = 4.26) compared to those who did not (M = 12.8, SD = 4.58): t(32) = 2.89, p
= .007. Unhealthy scores were also significantly lower for individuals whose
experiences were categorised as unimpacted (Md = 9.0), compared to those who
were not (Md = 15.86): U = 12.5, p = .004. No relationships were found between
either category and healthy or emotional stability scores.

At the duration level, an independent samples t-test revealed that
individuals who experienced long-term outcomes, regardless of whether they
were perceived as positive or negative, had significantly higher unhealthy scores
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M = 16.0, SD = 4.8) compared to those who did not experience long-term
outcomes (M = 12.2, SD = 4.27): t(31) = 2.09, p = .044. Participants who
experienced long-term outcomes also had lower emotional stability scores (M =
4.04, SD =1.43) compared to those who did not (M = 5.56, SD = 1.31): t(31) =-2.77,
p = .009. A one-way ANOVA was performed to compare scale measure scores
for individuals whose experiences had long-term positive effects, individuals
whose experiences had long-term negative effects, and unaffected individuals.
This analysis revealed no significant effects for healthy or unhealthy scores;
however a significant difference was observed for outcome duration groups and
emotional stability scores: F (2, 30) = 5.56, p = .009. Tukey post-hoc comparisons
revealed that unaffected individuals had significantly higher emotional stability
scores (M =5.81, SD = 1.36) than both positive (M =4.13, SD = 1.36) and negative
(M =3.67, SD = 1.13) outcome groups.

3.2.2 Conclusions

These results extend the findings of Study I by exploring the relationship
between IARR categories and individual differences in use of music for
emotional health and emotional stability. While these results are from a small
participant sample, they provide a starting point for research to explore the
relationship between different patterns of music video uses and their relationship
to emotional health and well-being which could be particularly useful among
youth for whom music is an important part of their everyday life. Of particular
interest is the relationship between being Unaffected by music video content and
emotional stability; this may indicate that emotionally stable individuals are able
to exert some agency over which associations they attribute to music, which is
why they are less likely to experience salient long-term changes in their
perception of the music. However, one of the limitations these results present is
that they do not account for different evaluations of different music videos: even
individuals who disclose having experienced negative outcomes from having
seen a music video in the past does not mean this is the case for every music video
they see, even if they do generalise it to most music video experiences. Further
research is required in order to examine the nature of this relationship in
everyday listening experiences.

3.3 Study III: The characteristics of music video experiences and
their influence on music perception

Studies I and II provided an exploratory overview of the functions of music video
experiences, the influence of their extramusical content on music perception, and
the influence of that exposure on subsequent listening experiences. However,
there were several limitations. First, the data from these studies were extracted
from a small participant pool. Second, while many participants provided
descriptive accounts of their music video experiences and the perceptual
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phenomena that occurred during initial exposure and in subsequent, audio-only
listens, it was not possible to ascertain whether any relationship existed between
their reasons for watching and these perceptual effects. Furthermore, since
participants were asked to reflect about their experience with a music video they
enjoyed, which they had already seen before, it was unclear whether their
accounts of these perceptual effects were common to all music video experiences,
or only in specific circumstances with songs that they already enjoyed. Therefore,
the second study explored whether relationships exist between Intention,
Attention and Reaction-level themes of the JARR framework and outcomes
observed in Retention level themes.

The results from the study are presented in two parts: the first part outlines
the findings from the PCAs conducted on both sets of survey questions
(Experience components and Retention outcomes); the second part outlines the
relationships observed in the linear regression analyses performed between
Experience components and Retention outcomes.

3.3.1 Principal component analyses

3.3.1.1 Experience components.

The first PCA was performed on the items derived from the first three levels of
the IARR. It was hypothesised that the extracted components would reflect the
main reasons for engaging with music videos originally observed at the
intention-level of the IARR in Study I, including watching for emotional reasons,
for cognitive reasons related to understanding the meaning of the music, and
social media engagement. Furthermore, components which reflect the narrative
and performance elements of music video content were also anticipated. For
items describing Retention outcomes, extracted components which highlight the
influence of music video content on associations with the music, including the
influences on the visual imagery mechanisms, were anticipated.

In the first PCA, seven Experience components were extracted. The first
four components had the strongest loadings for items describing the experiential
aspects, including the type of content being attended to and the nature of the
affective reactions evoked, in addition to some intention-level items. The last
three components primarily reflected intentions for watching and had
comparatively weaker loadings for attention and reaction level themes compared
to the first four components.

The first component, labelled Narrative Content, consisted of intention,
attention and reaction-level themes which were primarily cognitive in nature,
reflecting interest in and attention to the narrative components of the music video,
as well as reactionary effects indicative of a deep emotional understanding of the
music. Narrative Content items derived from the Intention level included
cognitive reasons such as watching music videos that are like short films, in order
to see the artist’s interpretation, and to experience the music differently. The
emotional reason of watching in order to relax was also loaded on this
component, however it was comparatively weaker than the other intention level
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items. Narrative Content items derived from the Attention and Reaction levels of
the IARR also reflect this primarily cognitive function: Attention-level items had
the highest loadings for this component, including attention to the storylines,
interest in alternative interpretations of the music (as opposed to one that is
similar to the listener’s personal interpretation), and attending to how the music
is represented in a visually interesting way. Reaction level items for this
component included strong emotional reactions, a deeper understanding of the
music’s meaning on an emotional level and relating to the artist as a person. The
second component, Visual Performance, had high loadings for items reflecting
attention to performative gesture and dance choreography, and seeing the
features of the music highlighted in visually creative ways. High loadings for
items describing interest in and attention to musical performance features were
also observed in both intention and attention-level items. The cognitive intention
of watching in order to understand the artist’s interpretation was also observed,
however this is connected to interpretations of how it is performed as opposed
interpretations related to narrative meaning. Interestingly, the Visual
Performance component also reflected the use of music videos for modulating
arousal levels: the emotional intention of watching in order to gain a boost of
energy, and reaction items describing strong emotional reactions as well as
feeling energised and motivated were observed at this level. The third and fourth
components, labelled Meaning of Lyrics and Personal Interpretation respectively,
both reflect experience characteristics with an emphasis on understanding the
music’s meaning, however, with nuanced differences. The Meaning of Lyrics
component features strong loadings for intention items describing a desire to
understand and reflect on the meaning of the music and its lyrics and has strong
loadings on reaction-level items describing strong emotions responses, relating
to the artist as a person, and a deeper emotional understanding of the music. The
Personal Interpretation component primarily reflects items highlighting the
importance of the music video featuring an interpretation similar to that of the
viewer-listener’'s own personal interpretation, and reactions describing
emotional contagion and relating to the artist as a person.

The last three components consist mainly of intention-level items.
Emotional Use includes strong loadings for all emotional function intention items,
especially “I watch music videos to distract myself when I am in a bad mood or
emotional state.” There were no experience-derived items with particularly
strong loadings for this component, even items describing reaction level-
phenomena. The last two components, Social Use and YouTube Recommender,
consist primarily of intention-level items: Social Uses were characterised by items
that describe the influence of other people and factors such as the media (e.g., “I
watch music videos that are hyped in the media, have a reputation for
something”). Relatively strong loadings for intention and experience-level items
describing interest in and attention to dance choreography were observed for the
Social Use component. Given that many music videos that have gone “viral” (that
is, have been heavily circulated online) feature signature dance moves, this was
not a surprise. Finally, the YouTube Recommender component highlights how
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YouTube itself influences which music videos an individual is exposed to as a
result of the algorithm recommending content based on their previous video
streams.

3.3.1.2 Retention outcome components.

At the Retention-level, two components of interest were extracted: Visual Mental
Imagery, and Personal Significance Increase. A third component, labelled
“Unaffected”, which reflects an absence of carry-over effects in subsequent listens,
was also extracted, but was not explored to the same extent as the Visual Mental
Imagery and Personal Significance Increase components. Both the Visual Mental
Imagery and Personal Significance Increase components are made up of items
derived from New Affect Perception (NAP), New Interpretation of Meaning (NIM)
and Visual Mental Imagery (VMI) categories described in Study 1.

The Visual Mental Imagery component reflects how visual information
from the music video experience manifests itself as visual imagery in subsequent
listens. The core items loading on this component are those that describe
cognitive events such as picturing the performance gestures, dance, or specific
scenes as mental images in subsequent listens. This outcome also has a strong
loading on the item “It is hard not to think of the music video,” which suggests
that imagery may be triggered automatically in subsequent listens. Both the
Visual Mental Imagery and Personal Significance Increase outcome include items
derived from the NIM category described in Study I. The Personal Significance
Increase outcome, however, also includes items that describe that song becoming
more meaningful and personal to the viewer-listener. Personal Significance
Increase also includes items derived from the NAP from having a different
purpose of mood and emotion regulation, which do not load on to the Visual
Mental Imagery component, and the affective quality of the song being perceived
differently in subsequent listens.

3.3.2 Correlation and linear regression results

To address the second research question posed in this study, correlation and
linear regression analyses were performed to explore the relationships between
characteristic Experience components and Retention outcome components.

The analyses revealed positive correlations between all Experience
components and both Visual Mental Imagery and Personal Significance Increase
outcomes, however only a handful of these were moderately strong. The strongest
correlations for Visual Mental Imagery were observed with Visual Performance
(r(153)= .53, p <.001) and Personal Interpretation (r(153)= .45, p <.001) Experience
components. Moderately strong, positive correlations were observed between
Personal Significance Increase and the Visual Performance (r(153)= .49, p <.001),
Emotional Use (r(153)= .47, p <.001), Meaning of Lyrics (r(153)= .47, p <.001), and
Narrative Content (r(153)= .46, p <.001) Experience components. A moderately
strong correlation was observed between both Visual Mental Imagery and
Personal Significance Increase outcomes (r(153)= .57, p <.001).
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In order to explore the predictive relationship between Experience
components and Retention outcomes, linear regression analyses were performed.
Bonferroni corrections were applied to all regression results (p = .007). Although
these regressions were exploratory, it was expected that relationships would be
observed between experience characteristics emphasising narratives,
performance gestures, and content outlining the meaning of the music; therefore,
it was expected that the first five Experience components in particular would
have strong positive relationships with both Visual Mental Imagery and Personal
Significance Increase Retention outcomes.

Visual Mental Imagery was positively predicted by all seven Experience
components to some extent, however, only two predictors explained over 20% of
the variance. Visual Performance explained 27% of the variance (R2=.27, F(154)
= 59.25, p <.001, 95% CI [0.39, 0.66]), and Personal Interpretation explained over
20% of the variance (R2= .20, F(154) = 40.16, p <.001, 95% CI [0.31, 0.60]). Three
Experience components explained at least 20% of the variance for the Personal
Significance Increase outcome. The strongest predictor was also Visual
Performance, which explained 23% of the variance (R2= .23, F(154) = 47.28, p
<.001, 95% CI [0.35, 0.36]). Meaning of Lyrics explained 21% of the variance
(R2= .21, F(154) = 4213, p <.001, 95% CI [0.32, 0.61]) and Narrative Content
explained 20% of the variance (R2= .20, F(154) = 40.06, p <.001). These findings
were in line with the expectation that experiences emphasising content with
meaning and movement elements would be the strongest predictors of Retention
outcomes.

3.3.3 Conclusions

The purpose of Study III was to explore the conceptual categories outlined in the
IARR framework from Study I further to explore music video experience
characteristics and their influence on subsequent listening outcomes. Items from
the first PCA were derived from the thematic categories presented in the first
three levels of the IARR (i.e., intention, attention and reaction) in order to
establish these characteristics, which are referred to as Experience components.
Items from the second PCA consisted of Retention-level categories of the IARR,
and reflect the effects of music videos on subsequent listening outcomes.

The first four Experience components are an amalgam of intention,
attention and reaction-level items. These components reflect patterns of uses that
account for the initial reason for watching the music video, the content that
absorbs attention, and typical affective reactions. Narrative Content, Meaning of
Lyrics, and Personal Interpretation shed light on how semantic content can fulfil
cognitive goals related to understanding the meaning of the music. There are
nuanced differences between these experiences depending on factors like the
importance of the viewer-listener’s personal interpretation of the music, the
presence of storylines, or whether they want to reflect on specific musical features
like the lyrics. Visual Performance experiences fulfil cognitive goals pertaining
to how the music is performed and emotional goals related to arousal modulation.
The last three reflect emotion regulation-specific phenomena like watching in
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order to distract from a negative mood, and social uses, depending on whether
the experience is brought about as a result of social factors (such as watching with
friends or because the video has a reputation in the media) or because of
YouTube’s recommender algorithm.

Visual Mental Imagery and Personal Significance Increase Retention
outcomes reflect how content from the music video influences cognitive and
emotional mechanisms in subsequent listens. Findings from this study were in
line with the expectation that experiences emphasising content with meaning and
movement elements would be the strongest predictors for Retention outcomes.
The relationship between visual imagery and recalling music video content of
performance gestures, whether it is of the artist performing or dancing, merits
further exploration.

This effect may be the product of a joint memory code having been formed
during the original music video experience. Mirror neuron systems (MNS) may
also contribute to the joint encoding process in these cases: these neural systems
activate the brain regions responsible for performing an action when observing
another person performing the same action (Overy & Molnar-Szackacs, 2006).
This may also explain the relationship between Visual Mental Imagery and other
Experience components which highlight narratives and meaning-related content.
The motor and emotional mechanisms activated during the experience result in
a strong association being formed between the song and the video’s content.

3.4 Study IV: The influence of music video content on listening
outcomes, an experience sampling method study

The purpose of this study was to explore the influence of music video content in
everyday personal music listening experiences using the experience sampling
method (ESM). Data collected using the MuPsych smartphone application were
analysed in order to investigate whether exposure to a song’s music video
affected subsequent enjoyment of and emotional reactions to the music. The
study also explored whether visual imagery (Image Recall) of the music video
content moderates the effects of other associative mechanisms (Interpretation
and Personal Significance) on changes in emotional reactions and enjoyment. The
analyses conducted for this study are from the piloting phase of the study;
therefore, these findings reflect only a preliminary exploration of the first set of
data collected with MuPsych. Two linear mixed models (LMMs) were performed
with participants entered as random intercepts.

The study had two hypotheses:

1) As Image Recall increases, the effect strength of Personal Significance on
musical enjoyment is expected to increase.
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2) As Image Recall increases, the effect strength of both Interpretation and
Personal Significance on emotional reactions is expected to increase.

The results presented in the manuscript for this study reflect the
preliminary analyses on data collected from the first 15 participants recruited for
the study. Data collection is still ongoing.

3.4.1 Results

The first hypothesis was not supported in the data. Image Recall and Personal
Significance each have a significant effect on enjoyment individually, however,
Image Recall did not moderate the strength of Personal Significance’s influence
on enjoyment.

The second hypothesis was supported in these analyses. Interpretation had
a significant effect on emotional reaction (b=0.94, SE=0.25, p<.001), and these
effects were significantly moderated by Image Recall (b=-.0.11, SE=0.05, p=0.28).
As the amount of imagery from the music video increased, the strength of
Interpretation on emotional reactions was weaker. The effect of Interpretation on
emotional reactions was significant at all levels of Image Recall (p<.001), however
this effect was weakest at higher levels (i.e., Mean +1SD; b= 0.31, SE= 0.08, p<.001)
and strongest at lower levels of Image Recall (i.e., Mean - 1SD; b= 0.68, SE = 0.14,
p<.001).

While no significant effect was observed for Personal Significance on
emotional reaction, an interaction effect was observed between this variable and
Image Recall (b= 0.14, SE=0.05, p=.006). These results suggest that as the amount
of visual content remembered from the music video increased, the effect strength
of Personal Significance on changes in emotional reactions increased. This effect
was only significant for higher levels of Personal Significance (i.e., (Mean +1SD;
b= 0.33, SE= 0.09, p<.001).

3.4.2 Conclusions

The results from the pilot study presented in this paper provide insight into the
influence of visual content from music videos on subsequent listening outcomes
using ecologically valid data collected during personal listening experiences.
While these results are preliminary, these analyses provide evidence which
suggests that not only does music video content affect the visual imagery
mechanism, the extent to which images are remembered influences the effects of
other mechanisms (specifically those sensitive to semantic information) on
emotional outcomes.

While the first hypothesis was not supported, these results only suggest that
Image Recall does not moderate the effect that the other two variables have on
enjoyment. They do not necessarily suggest that any of these three variables on
their own do not have an influence on how music is enjoyed in subsequent listens.
Further analysis is required to establish whether changes in perception of musical
meaning or in how much personal significance is attributed to the music are
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affected by music video content in general. In addition, it is possible that other
variables, including individual differences or situational factors related to where,
why and with whom the individual is listening may moderate the strength of
these mechanisms on musical enjoyment. Results from this study suggest that
visual imagery from music videos can influence changes in emotional reactions
in subsequent listens by moderating the effects of Interpretation and Personal
Significance mechanisms. Interpretation and Personal Significance both reflect
how semantic information from music video experiences affects subsequent
emotional reactions by influencing what kind of information is associated with
the music. The difference between these two mechanisms lies in whether these
associations reflect something appraised as being of high personal significance
or value or is merely representational. Interestingly, as the amount of imagery
recalled increased, the strength of influence of these representational
interpretations on emotional reactions decreased. On the other hand, the
influence of personal significance on emotional reactions increased. These
tindings reflect what Cook (1998) refers to as complementation: the change in the
personal significance attributed to the content of the music video is
complemented by the visual images conjured of this content in subsequent listens,
creating an emotional experience.

While the findings from this study are only preliminary, there are still
limitations to address. The study did not address the influence of listening
context or individual differences: variables which may also act as moderators.
Musical training may also influence the ways in which music video content
affects subsequent outcomes. For example, studies have shown that highly
musically trained individuals use visual imagery in order to modulate arousal
during personal listening (Kiissner & Eerola, 2019). It is possible that, for
musicians, music videos which feature performance elements in particular may
have a stronger influence on subsequent listens as a result of the imagery
providing additional context about the emotional tone of the music. Performance
gestures in particular may be more easily encoded in memory during the initial
music video experience for musically trained individuals due as a result of their
music education. While these variables were not considered in the present
analyses, additional data collection and analyses are planned which take these
variables into account. Musical training and individual trait variables, including
empathy, personality, and listening style will be measured using scales such as
the Healthy-Unhealthy Music Scale (Saariakallio et al., 2015), MUSEBAQ (Chin
et al., 2018), and the Interpersonal Reactivity Index (IRI; Davis, 1980). Further
investigation into whether musical background in particular influences the
relationship between the prevalence of certain mechanisms and listening
outcomes may have useful benefits in music education settings in particular.
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4 GENERAL DISCUSSION

The studies presented in this thesis approach the topic of music videos and the
perceptual phenomena they incite from different methodological angles in order
to create a theoretical foundation for exploring this popular method of music
engagement. It aimed to fill this gap in music psychology research by
investigating the following research questions:

e What are the functions of music video experiences; why do individuals
choose to watch them?

e How does extramusical content (i.e., visual information) influence the
perception of and affective reactions to the music in music video contexts?

e How does exposure to music video content influence the perception of
and affective reactions to the music subsequent, audio-only personal
listening experiences?

Study I and Study II explored all three of these research questions using a
qualitative approach in order to achieve a general understanding of music video
experiences and the perceptual phenomena they elicit. Study I resulted in the
IARR framework, which stands for Intention, Attention, Reaction, and Retention.
This framework outlines the characteristic phenomena of music video
experiences across three points in time: antecedents which lead to the experience,
the experience itself, and effects on future listens. Intention-level phenomena
include the reasons why individuals choose music videos over other music
formats. The Attention- and Reaction-levels reflect the experience itself:
Attention-level phenomena shed light on how attention towards audio and
visual content influences music perception, while Reaction-level phenomena
describe how these perceptual changes influence affective outcomes. Retention-
level phenomena describe how mechanisms like visual imagery and personal
associations may potentially change as a result of music video content.

Study II complements the findings of Study I by exploring which individual
differences are associated with different categories of music video use and effects.
Study III extends these findings by exploring the characteristic patterns of music
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video use and the visual content associated with particular functions. Results
from Study III shed light on how associative mechanisms related to personal
associations and interpretations, and emotional mechanisms like mental imagery
are influenced by the video’s content. Study IV explores the influence of these
associative and emotional mechanisms on the enjoyment of and emotional
reactions to the music in subsequent listens.

Study III and Study IV address the second and third research questions
using quantitative methodologies. Study III features a survey study with items
derived from the qualitative categories in Study I in order to establish the
characteristic patterns of music video use and their relationship to subsequent
outcomes. Study IV focuses exclusively on the third research question; it uses
experience sampling methodology and more sophisticated quantitative analysis
procedures to investigate how music video content influences subsequent
listening experiences. Findings for each research question, as well as limitations
and directions for future research, are discussed.

4.1 RQ1: The functions of music video experiences

Why do people watch music videos? What type of experience does this
multimedia format offer that cannot be fulfilled by audio-only listening
experiences? Prior to this dissertation, Sun and Lull’s (1986) investigation of
adolescents’ reasons for watching MTV was the only study concerned with the
function of music video experiences. In Study I, the categories at the Intention-
level of the JARR framework are equivalent to the types of functions these
experiences fulfil. In Study II, these categories were explored in relation to
individual differences in personality and music use for emotional health. In
Study III, relationships between themes from these categories were explored
further using quantitative analyses. These findings are discussed in light of both
the functions music videos fulfil and the affordances that new technological
developments (i.e., personal devices such as smartphones, and online platforms
like YouTube) offer viewer-listeners seeking to gratify their psychological needs
through music engagement.

The studies presented in this thesis provide insight into the cognitive,
emotional and social functions music videos fulfil, including the strategies that
facilitate these functions and the mechanisms they employ. Cognitive, emotional
and social reasons for watching music videos were collapsed into two categories
in the Intention level of the IARR in Study I: internal factors and external factors.
The decision to amalgamate emotional and cognitive uses together was justified
on the grounds that considerable overlap exists between these uses in respect to
affect regulation and self-reflection (T. Schifer et al., 2013). Therefore, reasons
which highlight these functions were labelled together under the broader
categorical label of internal factors. These reasons were considered self-
motivated since the participant reports purposefully seeking out music videos in
order to fulfil their specific psychological needs. This need may reflect emotion
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regulation goals like boredom relief, or more cognitive- oriented goals, such as
understanding the music’s meaning, or seeing the music performed. Emotional
reasons not only include regulation goals like changing or maintaining one’s
affective state, but also those characterised by wanting to experience the music
differently. For example, in Study I, visual appreciation was categorised as an
emotional reason since the visual component is perceived as having an additive
effect which provides a different aesthetic experience of the music. On the other
hand, external factors describe experiences which reflect, not just the social
function of music, but the influence of outside sources on music video
engagement behaviour. In Study I, these sources were labelled as peer influence
or media influence. In the case of the former, the viewer-listener happens upon a
music video as a result of other people: friends and peers. In the case of the latter,
music video engagement occurs as a result of a music video’s pop culture
relevance or as a result of the viewer-listener’s engagement with social media and
streaming platforms like YouTube. The additional preference driven category
reflects reasons for watching based on the individual's musical preferences, such
as watching new releases by favourite artists or for songs they really enjoy.
Experience components outlined in Study III highlight the different
patterns of music video engagement; the structure of these components is
derived from survey items describing both the reasons for watching and the
experience itself, including the content of the video associated with fulfilling that
function (for the purpose of this section, only insights relative to RQ1 are
discussed). These items were established based on the IARR themes outlined in
Study [; the patterns which emerged highlight the relationships between specific
goals, content types, and affective outcomes. These Experience components also
highlight the many conceptual overlaps that exist between music’s cognitive,
emotional and social functions. For example, Narrative Content is characterised
by wanting to see music videos that are like short films, or for the artist’s
interpretation of the music (both of which are considered cognitive functions).
Visual Performance characteristics also include wanting to see the artist’s
interpretation, as well as for the purpose of regulating arousal or increasing
motivation (which was considered an emotional function). Furthermore, the
differences between the Personal Interpretation component, and Meaning of
Lyrics and Narrative Content components highlight how the viewer-listener’s
current interpretation or personal associations of the music are reflected in their
motivations for watching. This has valuable applications for future research
interested in the influence of extramusical information on music perception by
providing a foundation for understanding why such information would be
sought in the first place and its relationship to an individual’s psychological goals
and needs. If the viewer-listener watches a music video in order to distract
themselves from a bad mood, they may be more likely to watch music videos that
fulfil certain criteria over others, such as a preference for familiar music videos
over discovering new ones. This may be particularly useful for adolescent and
young adult populations, since music has an important function at this stage of
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life in respect to psychological development (Greenwood & Long, 2009; Laiho,
2004; Miranda et al., 2015).

Two intention-specific Experience components are highlighted in Study III:
Emotional Use and Social Use. These components reflect broader patterns of
engagement where the importance of the music video’s content depends on
additional context variables. The Emotional Use component consisted primarily
of items detailing intentions with clear mood or emotion regulation goals, such
as to distract from negative thoughts and feelings, to relax, or to feel more
energised. The Social Use component highlights the external factors category
outlined in Study I, such as watching because of peer or media influences.
Watching in order to see dance choreography was associated with Social Use.
This is perhaps not surprising, given the relationship between dance and popular
music: many of the most viewed YouTube videos of all time feature iconic dance
moves, such as PSY’s “Gangnam Style” (see the Discussion Section in Study III).
There was also one platform specific component, YouTube Recommender, which
reflects music video experiences that come about, not necessarily as a part of
music-specific media engagement but as part of engaging with YouTube in
general. While this component was named after YouTube specifically (since the
survey featured other questions which were specific to the participant’s use of
that platform), social media and music streaming platforms alike both generate
recommendations to users based on their previously watched content. Users are
recommended content based on what other users with similar tastes watch, or
based on what is currently trending on the platform in general (Khan, 2017; Oh
& Choeh, 2022). As a result of these recommenders and autoplay systems,
individuals can end up watching music videos without seeking them out.

The importance of performance gestures, whether in the form of the artist
performing or choreography, and its relationship to music video functions were
highlighted. Seeing how the musician performs the music was identified in Study
I as a factor motivating music video experiences. For individuals with musical
training, music videos were an opportunity to gain information about how the
music is produced. Similarly, individuals with dance training stated an interest
in videos with choreography. Sun and Lull also reported dance as a reason for
watching MTV, categorising it under the label emotional response. Individuals,
regardless of whether they have any dance background, watch music videos with
dance for the simple reason that dance is enjoyable to watch. This can be
considered an emotional reason and a cognitive one, regardless of whether they
are motivated by the desire to learn the choreography or not. However, as one
participant pointed out in Study I, it was a result of their dance background that
certain music videos (presumably ones which they did not actively seek out for
their dance, however this is purely conjecture) stood out more to them than
others. Dance can provide insight into the meaning of the music through the
dancer or dancers’ expressive movements to the music, and additional
information in their facial expressions, clothing, and the environment where they
are dancing (Van Dyck et al.,, 2017). This may also explain the relationship
between cognitive reasons related to watching performance gestures and

58



emotional reasons related to arousal modulation, which was identified in the
Visual Performance component established in Study III. Individuals may be
aware of the additive effect that seeing dance choreography, or the artist perform
the music has on their affective state and therefore seek out music videos which
they know contain this type of content in order to have their psychological needs
met.

The findings from these studies relative to RQ1 suggest that, while the
motivating factors behind music video engagement previously identified in Sun
and Lull’s study have remained more or less consistent, the contexts where they
are suitable for fulfilling these functions have expanded due to technological
developments. This is supported by recent research concerned with music use
and gratifications and their relationship, which suggests that the different
formats are associated with different types of functionalities (Krause & Brown,
2021). While the aspect of control afforded to music listeners has generally had
positive consequences in respect to using music to meet their psychological needs
(Krause et al., 2015; Krause & Hargreaves, 2013; Krause & North, 2016; Skanland,
2013), the extent to which this holds true for music video experiences specifically
needs to be explored further.

4.2 RQ2: How does content from music videos influence music
perception and music evoked affect

The studies presented in this thesis apply insight from existing research across
multiple related disciplines in an attempt to explain the cognitive and affective
phenomena of music video experiences. These phenomena were explored using
a combination of both qualitative and quantitative datasets. The findings
complement previous research concerned with music and audio-visual
perception and extend it to a modern and continuously evolving music format.
In Study I and II, this question is addressed within the Attention and
Reaction-levels of the IARR framework. These levels, which reflect the experience
itself, provide insight into content which absorbs attention and the affective
reactions that occur as a result. The Attention and Reaction levels illustrate the
bottom-up and top-down cognitive processes highlighted in CAM; the viewer-
listener directs attention towards information in the video and generates
inferences about the meaning of the music based on that information. These
findings expand our understanding of CAM by highlighting how emotional
responses to the music are potentially affected when the associations already
attributed to the music by the viewer-listener are contested by content of the
video. These findings provide a starting point for future research to explore the
effects of visual information on music perception in personal music listening
contexts. This is especially pertinent in today’s listening culture, where 31% of all
online music streaming is done on a video streaming channel (IFPL, 2023).
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Study I and II explored experience phenomena by analysing qualitative
accounts of music video experiences. At the Attention-level of the IARR, two
main categories of content were established: Semantic features and Structural
features. Semantic features reflect visual content which contributes to the
meaning of the music, either in the form of narrative stories, or by drawing
attention to the music’s affective qualities. Structural features highlight how
attention is directed towards the perceived congruencies between the audio and
the visual channels, whether in the form of performance gestures (i.e., dance and
musician movements) or the ways in which the audio and visual are
synchronised with each other. The ways in which these features influence the
viewer-listener’s reactions, however, depends on their appraisal of the video
relative to their appraisal of the music. At the Reaction-level of the IARR, the data
revealed three factors which affective responses were contingent on: musical
factors (i.e., artist, familiarity, genre, emotional tone), visual factors (i.e.,
storylines, performance elements, quality of production) and personal (previous
appraisal, existing interpretation of the music, current affective state). While
nearly half of participants (47%) reported a salient emotional response
(categorised as Strong Affect in Study I and II), it is clear that affective reactions
to music videos do not exist in a vacuum: there are a number of variables that
need to be accounted for, and participants are aware of the interactions between
these contingencies and their influence on both their subjective appraisal of and
affective responses to the music video’s content. Previous research has shown
that music can accentuate moments in the film by providing emotional
information that increases the emotional saliency of the film and increases
positive sentiments for the film’s story (Millet et al., 2021). Findings from these
studies suggest that the reverse is also true: the video can potentially increase
positive sentiments about the music. However, this depends on a number of
factors which were not explored in this thesis. This includes contingent factors
related to the individual, the music, and the video, as well as contextual (i.e.,
situational) variables.

The type of content influencing attention and reactions during music video
experiences and its relationship to intention themes was explored in the greatest
depth in Study III. The first three Experience components outlined in this study
(Narrative Content, Visual Performance, and Meaning of Lyrics) outline the
functionality of specific visual content in relation to certain listening goals. What
is especially interesting about these three components, however, is how each
embodies a specific type of content, and how that content functions as a
mechanism for expressing musical meaning. Narrative Content demonstrates the
relationship between watching music videos to see the artist’s interpretation of
the music and for their narrative components, and experience items describing
attention towards visually interesting content towards, visual elements which
creatively highlight the features of the music (for example, with special effects),
storylines, and ambiguous endings. The video reflects a visual interpretation of
the music’s events in a narrative form. These narratives influence music
perception by giving context about the music’s meaning, evoking feelings of
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relatedness with the artist, and potentially strong emotional responses. The
Visual Performance component demonstrates how gestural content in the form
of singing, instrument playing, and dance choreography influence the perception
of the music’s emotional meaning and on the individual’s affective state,
especially their energy levels/arousal. The third, Meaning of Lyrics, is similar to
Narrative Content, however more emphasis is placed on using the video as a
mechanism to understand the meaning behind the music’s lyrics and to see how
this meaning is expressed in the artist’s performance. Interestingly, all three of
these components are associated with strong emotional experiences, relating to
the artist (i.e., parasocial bonding), and a deeper understanding of the music’s
emotional meaning.

The findings from Study IIl complements existing research exploring the
relationship between strategies of listening and affect regulation mechanisms.
For example, Visual Performance experiences exemplify the same combination
of revival strategies (watching music videos to get a boost of energy) and
repairing and pleasure mechanisms (Baltazar & Saarikallio, 2019). While the
neurocognitive processes involved in music video experiences are beyond the
scope of this thesis, the aspect of seeing the movements of the artist or another
human (i.e., dancer) and the influence this has on emotional outcomes could
provide support for the role mirror neuron systems (MNS), regions of brain
activity involved in both the perception and production of motor functions (see
Bonini et al., 2022), in music evoked emotional outcomes. The importance of MNS
in musical experiences is present, even in the absence of visual stimuli, and has
been linked to cognitive capacities such as empathy, theory of mind, and self-
other discrimination. Music is, at least at a subconscious level, associated with
the movement required to produce it, whether it be the arm movements required
for drumming or the larynx for singing (Molnar-Szakacs & Overy, 2006).
Watching these performances may activate mechanisms such as emotional
contagion or rhythmic entrainment as a result of MNS (the relationship between
music videos depicting human gestures and their influence on subsequent
listens will be discussed in greater detail below). In sum, Visual Performance
experience components may contribute to music perception by activating the
different neural and cognitive mechanisms involved in both the perception of
emotions and the motor activity associated with producing those emotions.

The findings from the first and third studies may be of particular interest to
researchers interested in embodied cognition and the psychological mechanisms
behind affective reactions to dance (and human movement in general). Further
music video research may provide insight into what makes dance such an
effective tool for social bonding and displaying emotion. These findings may also
be relevant to researchers interested in the motivations and functions for
watching dance over other aesthetic experiences. This research could shed light
on the possible relationships between the perception of music and dance, and the
role of different mechanisms (for example, entrainment, contagion, and MNS),
music listening behaviours and traits such as personality and empathy.
Emotional outcomes in response to watching dance may be a result of kinesthetic
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empathy, where the viewer experiences a physical reaction, such as relaxing or
tightening their muscles, in response to the emotion communicated by the dancer
(Reason & Reynolds, 2010). This type of kinesthetic empathy may also occur in
response to emotional gestures associated with singing or playing an instrument.
Music video research provides a unique opportunity to apply this conceptual
insight to a popular method of music engagement which has yet to be fully
understood from a music psychology and cognition perspective.

4.3 RQB3: Influence on subsequent listens

Music videos can have a profound effect on how an individual perceives and
responds to the music, even in subsequent listens. The results from all four
studies provide evidence to support this. Three conceptual categories of effects
from music videos on subsequent music perception are outlined: New
Interpretation, Personal Significance, and Visual Mental Imagery. Although
conceptually different, these effects may occur independently or concurrently
with each other depending on the individual, the situation, and the features of
the music and video. These findings are discussed in respect to how these
outcomes reflect our understanding of music video experiences in everyday life,
as well as the underlying perceptual mechanisms responsible for these carry-over
effects.

The broadest category of effects is New Interpretation; this was highlighted
in the Retention categories from Study I and II, Retention outcomes from Study
III (excluding the Unaffected outcome), and the Interpretation variable measured
in Study IV. This category reflects how semantic information in the form of
narrative structures and emotional imagery contribute to the subsequent
listening experiences by influencing how the meaning of the music is perceived.
New Interpretation may contribute to changes in Personal Significance as well in
cases where the viewer-listener has a strong personal connection with the themes,
characters, objects or events depicted in the video. Changes in Personal
Significance reflect how semantic information from the music video influenced
affective reactions by virtue of this information causing a change in their personal
relationship or associations with the music. Therefore, Personal Significance may
not reflect a change in semantic interpretation, but the reinforcement or
abolishment of an existing one. The constructs associated with this effect are
outlined in the Personal Significance Increase outcome (see Study III).

The last category of effects, Visual Mental Imagery, reflects the influence of
music video content on the type of mental imagery conjured during subsequent
listening experiences. These results suggest that, when music and video are
perceived as being both structurally and semantically congruent, an integrated
memory code is formed (Boltz et al., 1991; Boltz et al., 2009). This may explain
how images from the music video are retrieved from long term memory and
experienced as mental images in subsequent listens, almost automatically. Visual
Mental Imagery may reflect a type of conditioning at the level of higher-order
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cognition, where the presence of one modality (the music) facilitates the recall of
the other (the video). This may explain why some participants remembered
specific images at particular moments in the video or found it difficult not to
think of the music video in subsequent listens (see Retention category quote
examples in Study I).

In Study IV, Visual Mental Imagery from music videos was explored, not
only as an effect experienced in subsequent listens, but as a potential moderating
variable capable of influencing emotional outcomes. Visual Mental Imagery,
labelled Image Recall in this study, had a different moderating effect on
emotional reactions when Interpretation and Personal Significance were
considered. Interestingly, Interpretation had a significant influence on emotional
reactions, however, the strength of this effect was weaker in cases with higher
levels of music video-related mental imagery (labelled as Image Recall in Study
IV). On the other hand, no significant effects on emotional reaction were
observed for Personal Significance, however, an interaction effect was observed
between this variable and Image Recall. The influence of Personal Significance
on emotional outcomes was stronger as Image Recall increased. This may be a
result of the music video affirming or creating a strong personal association
which intertwines their own autobiographical narratives with that of the music,
resulting in what Green (2016) refers to as peak music experiences. The increased
emotional impact of the music reflects how the construction of musical meaning
may evolve as new inspiration and motivation are procured.

These findings complement existing research on audio-visual interactions
and their influence on music perception. In Study I, participants were asked
whether the music video had a long-term influence on their perception of the
music. Since participants were asked to watch a music video which they had
already seen before and enjoyed, the majority of responses were biased towards
outcomes for music videos they had enjoyed. However, several participants still
provided an example of a music video which had a negative influence on their
subsequent listening experiences, and why that was the case. The data revealed
that whether a music video context was perceived as having a positive or
negative influence on subsequent listening outcomes could be determined by
whether the video complemented the meaning understood within the music or
contested it. These findings were described from the perspective of Cook’s (1998)
complementation and contest models of multimedia: when the audio and visual
channels were perceived as having an additive effect on the experience of the
music, the complementation model applies. On the other hand, when a new
interpretation was generated as a result of the semantic characteristics of both the
audio and visual information imposing their own meaning on each other, the
contest model applies. However, the way Cook’s content model applies to these
situations is determined by the original meaning assumed to be present in the
music from the perspective of the listener contends with the meaning put forth
in the video. If the original meaning is appraised as being more personally
significant and important to the viewer-listener compared to what is presented
in the video, then the meaning generated tends to be evaluated more poorly. This
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effect can potentially extend to future listens, creating a more negative appraisal
of the music, making it less impactful than before and potentially ruining its
ability to regulate affective states compared to how it did before. If the video
provides a source of meaning which is perceived as having an additive effect on
the music’s emotional qualities, this appraisal extends to subsequent listens in a
positive way.

This research provides a starting point for understanding the effects of
music video content on subsequent listening outcomes. Music videos give
viewer-listeners an engaging, multisensory experience of music capable of
absorbing focus and eliciting strong affective reactions. The findings from these
studies shed light on how extramusical information from a music video’s
emotional content contributes to music perception by providing additional
context about the meaning of the music.

4.4 Limitations and directions for future research

In the literature section of this dissertation, a definition was provided for music
video experiences: “A music video experience involves a viewer-listener who,
either deliberately or circumstantially, finds themselves engaged with and
actively attending to both the audio and visual content of a music video over a
period of time.” While I have provided a definition for the components of the
music video, namely “emotional content”, no definition for a music video was
provided. While this may seem like an oversight, it was intentional. The
definition of what a music video is has changed significantly over the years since
work on this dissertation began. Music videos were supposed to be defined as a
short film accompanying a song that was released for the purpose of promoting
a song, artist or album. Music videos which fit this description that were not
considered at the start of this dissertation were videos from concerts, behind-the-
scenes footage, and fanmade videos. This was addressed in the design of studies
III and IV, where a more specific definition of a music video was provided.
Once the COVID-19 pandemic occurred, however, the problem of how to
define a music video became even more pronounced. The pandemic created a
surge in online content that could be defined as music videos, including new
songs about the pandemic and lockdown, parodies of existing songs, dances,
livestreams, and virtual concerts (see Hansen et al.,, 2021 for a database of
COVID19 videos). In addition, the new social media app, TikTok, has
continuously grown in popularity over the last few years - a relatively short
period of time which overlaps with the period where this dissertation was being
written. Music engagement on social media platforms was considered a method
of music engagement according to the 2022 and 2023 IFPI reports. While it
currently only makes up a small percentage of music engagement on a global
scale, the way social media platforms like TikTok have boomed in popularity
over such a short period of time need to at least be on the radar of music
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psychology researchers who are interested in everyday music engagement
behaviours.

The functions of music (and music videos) as they are understood by music
psychologists (i.e., the Big Three proposed by Schéfer et al., 2013) are becoming
increasingly difficult to disentangle, especially given the importance of social
media platforms and their influence on music engagement behaviours (Vizcaino-
Verdu et al., 2023). The characterisation of internal versus external suggests the
existence of an overlap between music’s emotional and cognitive functions, and
the lack of such an overlap between these functions and music’s social functions .
While this initial decision provided an adequate conceptualisation of the themes
observed in the data, in hindsight, it may be overly reductive. While clear
conceptual boundaries are certainly necessary, it may be more helpful in the case
of music video functions to explore when these overlaps appear in the context of
specific experiences.

These studies did not account for differences between first time views and
rewatches of the same music video. It is possible that meaning-related
motivations are a stronger influencing factor for first time views; how the
meaning is represented in the video will then determine the function of
subsequent experiences, depending on how it is appraised by the viewer-listener.
For example, if the music video adds emotional depth and meaning to the song,
the viewer-listener may choose to watch it to regulate affective states in the future
or share it with friends during social activities. While some qualitative accounts
from Study I suggest that one view is enough to completely change their
experience of the music, how this influences subsequent engagement with the
same music video was not explored. While the results suggest that individuals
do rewatch music videos (see Study II: Supplementary Data), differences in first
time views compared to rewatches were not explored. Future research should
investigate these differences, as well as how individual differences and
contextual factors motivate individuals to rewatch music videos. The reasons
why a person chooses to rewatch a particular music video is likely to depend
significantly on the outcome of the initial watching experience, including the
cognitive processes and affective reactions that occurred during the original
experience.

Future research should consider the possibility that certain types of content,
such as storylines or performance gestures, are associated with specific functions.
In addition, future research should also consider the relationships between
individual differences and music video engagement behaviours. Existing
research on the use of music in everyday life has shown how individual
differences are related to music listening engagement patterns, including
differences in age (Chamorro-Premuzic et al., 2012; Groarke & Hogan, 2016;
Miranda & Claes, 2008) gender, personality (Chamorro-Premuzic & Furnham,
2007) and other traits such as empathy (Vuoskoski et al., 2012). While some
individual measures were used in Study II, the studies in this thesis ultimately
do not take individual differences into account. For example, individuals who
are high in trait empathy and are highly engaged with music may seek out music
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videos they are familiar with when implementing affect regulation strategies like
strong sensations, revival or entertainment.

Initial mood and psychological health are also important factors which
need to be considered when considering the types of functions music video
experiences fulfil for certain individuals. For example, if they are in a positive
affective state, they may be more likely to watch music videos that have been
recommended by the platform compared to if they are in a negative mood. In the
later circumstance, they may be more likely to select a music video for a familiar
song in order to distract themselves from or cope with their negative affect
(Randall & Rickard, 2017). Future research should consider the relationships
between individual differences, current mood, contextual variables with
different patterns of music video use, including the functions they fulfil, and the
specific content associated with gratifying that function. Larger datasets are
necessary which include not only self-reports, but more detailed qualitative
perspectives as well. A larger-scale multi-method approach which incorporates
self-reports, physiological data, and controlled experiments could provide more
insight into the conditions under which music videos have the most salient
effects and for whom. On the other hand, the same technological developments
which have made music videos more accessible provide the opportunity to
implement these types of designs with the potential to be less intrusive for the
participant.

While the findings from Study IV do not take individual differences into
account, the study was set up in a way that these variables could be addressed in
the future. Although they were not accounted for in this study as it is presented
in this thesis, the ESM study (which is still ongoing) also has a survey component;
participants can fill out surveys about their weekly music and music video
consumption habits, demographic information, and psychometric scales
measuring personality, empathy, and other traits with potential relationships to
music video experience functions and effects. Furthermore, MuPsych also
collects data about the music they were listening to, allowing for further
investigation into the specific music videos which participants reported as
having had an effect on their subsequent listening experiences. Although these
analyses could not be performed as part of this dissertation, a more detailed
analysis on the features of the music video may be performed in the future.

Due to the exploratory nature of this thesis, these findings are only
generalisations of music video experiences. The categories and principal
components outlined in these studies are based on retrospective accounts and
self-reports of experiences - often positive ones - but do not directly measure any
of the perceptual or affective phenomena that occur during these experiences due
to methodological constraints. More research is necessary in order to investigate
the scope of these effects. Despite this limitation, however, this type of research
is necessary when investigating underexplored phenomena since it provides a
foundation for future research to consider for future study designs. Future
research investigating audio-visual perception should consider the use of
experimental studies, where the music videos features can be controlled and
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measured prior to exposing them to participants. An experimental design which
combines self-reports and physiological data (for example, eye-tracking and
galvanic skin response) could provide more concrete insight into the perceptual
phenomena evoked during these experiences. Eye-tracking studies may be
especially useful, since eye movements and pupillary responses provide a
physiological measure of attention and emotional response (Giilcay & Cangoz,
2016; Mera & Stumpf, 2014). It may also be beneficial to conduct the same
experiment using both self-selected and experimenter-selected music videos,
since individuals tend to have stronger affective responses to preferred, familiar
music than unfamiliar music (Szpunar et al., 2004).
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5 CONCLUSIONS

The purpose of this thesis was to explore music video experiences and provide a
foundation for future research to explore the topic. The need for a better empirical
understanding of how visual information influences music perception in
personal music contexts such as music video experiences has only become more
pertinent since work on this thesis began in 2019. The findings from this
dissertation provide a starting point for future research to explore this topic by
providing insight into the functions these experiences fulfil, and their influence
on music perception - both during the initial music video experience and in
future, audio-only listening experiences.

These studies draw on existing research insight from multiple disciplines
and theoretical perspectives. The IARR framework developed in Study I was
explored and refined throughout the rest of the studies using a combination of
qualitative and quantitative self-report datasets. The IARR provides a conceptual
illustration of the different functions of these experiences (Intention), the
cognitive (Attention) and affective (Reaction) phenomena that occur during the
experience, and the influence of their content on subsequent listens (Retention).
Studies I and Il were exploratory, while Studies IIl and IV were hypothesis driven.

The findings from this thesis complement existing frameworks and
theoretical models aimed at explaining musical experiences or their cognitive
and affective components. The IARR applies insight from Juslin's BRECVEMA
mechanisms (Juslin, 2013; Juslin & Vaistfjdll, 2008), Hargreaves’ (2012) reciprocal
feedback model, Schubert’s (2014) spreading activation, models of musical
multimedia such as CAM (Cohen, 2013; 2001; Marshall & Cohen, 1988) and
Cook’s (1998) models of multimedia, and research which investigates the
perceptual effects of audio-visual stimuli. Music video experiences and the effect
they have on viewer-listener’s depend on interactions between the situation
where the listening event takes place, the content of the music video, and the
individual. These interactions determine the influence of variables related to the
music and the video’s perceived structural and semantic congruencies, the
emotional salience of the experience, and the extent to which information is
stored in memory and associated with the music in subsequent listens.
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Music videos are an artefact of today’s music listening culture and have
been for over four decades. They reflect the symbiotic relationship that has
always existed between these two modalities and continues to evolve as new
forms of musical multimedia emerge. While these results are exciting and
informative, there is still more work to be done.
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SUMMARY IN FINNISH

Musiikkivideot ovat olleet osa musiikin kuuntelua ja populaarikulttuuria jo
neljankymmenen vuoden ajan. Nykyé&an musiikkivideot ovat helposti saatavilla
YouTuben kaltaisilla alustoilla, mikd mahdollistaa oman lempimusiikin audiovi-
suaalisen kokemisen kdytdnnossd missd ja milloin tahansa. Suosiostaan huoli-
matta, musiikkivideoiden kayttod musiikinkuuntelun muotona tai niiden vaiku-
tusta musiikin havaitsemiseen ei juuri ole tarkasteltu musiikinpsykologisessa
tutkimuksessa. Vastatakseen tdhdn vajeeseen, tima vditoskirja tutkii musiikki-
videoita ilmitnd, selvittden seuraavia tutkimuskysymyksid: 1) Mitd merkityk-
sid/funktioita musiikkivideoilla on? 2) Milld tavoin ulkomusiikillinen sisdlt6 vai-
kuttaa musiikin havaitsemiseen ja musiikin herédttamiin tunteisiin musiikkivi-
deoiden yhteydessd? Ja 3) Kuinka musiikkivideoiden sisilllle altistuminen vai-
kuttaa musiikin havaitsemiseen ja musiikin herdttdmiin kokemuksiin myshem-
milld kuuntelukerroilla? Kysymyksiin vastaamiseksi suunniteltiin ja toteutettiin
neljd, eri menetelmaillisid ldhestymistapoja hyodyntavéad, tutkimusta. Tutkimus-
ten laadinnassa hyodynnettiin aiempaa tutkimustietoa musiikkipsykologian eri
aloilta, mukaan lukien elokuvamusiikin funktiot, musiikin kdytto tunnesdite-
lyssd, musiikin herdttamat tunteet, musiikki ja muisti, sekd audiovisuaalinen ha-
vaintokokemus. Tutkimus I oli laadullinen selvitys musiikkivideoihin liittyvistad
kokemuksista. Sen tuloksena syntyi Tavoite, Huomio, Kokemus, Seuraus - vii-
tekehys (Intention, Attention, Reaction and Retention framework, IARR), joka
toimi perustana muille osatutkimuksille. Tutkimus II tarkasteli ensimma&isessa
tutkimuksessa tunnistettujen teemojen vilisid yhteyksid ja yksiloiden valisid ero-
ja persoonallisuudessa ja musiikin kdytossd tunne-elamé&n hyvinvoinnin tukena.
Tutkimus III oli verkkokysely, jonka vdittaméat pohjautuivat ensimmadisessa tut-
kimuksessa havaittuihin sisallollisiin kategorioihin. Tutkimus IV hyddynsi koke-
muksenkeruumenetelméd (experience sampling method, ESM) tarjotakseen tie-
toa musiikkivideoiden ulkomusiikillisen siséllon vaikutuksista arjen kuunteluti-
lanteissa. Ndiden tutkimusten tulokset tukevat kiistatta sitd havaintoa, ettd mu-
siikkivideot eivit vain palvele monia samoja kognitiivisia, tunteisiin liittyvia ja
sosiaalisia funktioita kuin musiikin kuuntelu, vaan kuulijat padmaéératietoisesti
etsivdt niitd niiden ulkomusiikillisen siséllon vuoksi. Tamd informaatio antaa
musiikille lisdd kontekstia ja sisdltod, joka puolestaan vaikuttaa myShempaan
musiikin havaitsemiseen. Tutkimustulokset viittaavat siithen, ettd musiikkivi-
deoiden ulkomusiikillinen sisidlto vaikuttaa siithen, millaiset tunnemekanismit
aktivoituvat kokemuksen aikana, erityisesti visuaalinen muisti, perustuen miel-
leyhtymiin jotka syntyvit ulkomusiikillisen sisdllon pohjalta. Tutkimukset tar-
joavat syvéllisen katsauksen musiikkivideokokemuksiin ja niihin mahdollisiin
havaintovaikutuksiin, joita ulkomusiikilliseen informaatioon liitetyt mielleyhty-
mit aiheuttavat. Tulokset ovat erityisen tarkeitd nykyisen kuuntelukulttuurin
valossa, jossa musiikin striimauksen audiovisuaaliset kayttoliittymét ovat musii-
kinkuntelun valtavirtaa.
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Abstract

Streaming music videos on the internet is an increasingly popular music listening activity that has remained virtually unex-
plored within music psychology. Studies of the role of music in film, as well as empirical research investigating the influ-
ence of audio-visual media and memory, have shown that visual information can have a profound effect on how music is
perceived and remembered. The current study aimed to create a framework for understanding music video (MV) expe-
riences by finding out when and why individuals choose to engage with this form of media, how these experiences con-
tribute to the perception of musical meaning and influence affective outcomes, and whether these effects carry over to
subsequent listening experiences. An online questionnaire study was designed, and data were collected from 34 partic-
ipants with a mean age of 22.4 years (SD = 2.79). Abductive analysis of the qualitative data was conducted based on the-
ories derived from topical areas of music psychology research. A framework was devised which illustrates MV listening
experiences over four temporal stages: Intention, Attention, Reaction, and Retention (IARR). The IARR framework pro-
vides novel insights into MV listening experiences and outcomes by shedding light on how extra-musical information can
have a long-term influence on the perception of music’s meaning and affective quality.
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Introduction YouTube, and 77% of people surveyed reported using
YouTube to stream music in the last month. Furthermore,
95 out of 100 of YouTube’s most viewed videos are MV,
all of which have over a billion views (see YouTube,
2021). This highlights the need for music psychology
research to examine MVs, including the reasons for which
individuals choose to engage with them, and their potential
effects on listening experiences and outcomes.

In this study, we investigated MV listening experiences
from an everyday music listening perspective and collected
qualitative responses via an online questionnaire study. Our

Music videos (MVs) offer a unique musical experience that
allows listeners to engage with songs in an audio-visual
format. Research has shown that pairing music with visuals
can have a significant influence on the perception of the
music’s meaning and affective quality (Boltz, 2004; Boltz
et al., 2009; Cohen, 2001). However, this research has
focused almost exclusively on music in the context of film,
where the music is meant to complement the film and
guide the viewer’s attention. In MVs, however, the video
serves an entirely different purpose: to promote new
singles and showcase the artist. Global reports on music con-
sumer behaviour have shown YouTube, a platform on which  Department of Music, Arts and Culture Studies, University of Jyvaskyla
MVs can be easily accessed from any personal device from  Jyvéskyla, Finland
virtually anywhere at any time, is a leading resource for .
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of the Phonographic Industry’s (2019) report, 47% of all  yniversity of Jyviskyls, PO. Box 35, FI-40014, Jyviskyls, Finland.
music streaming occurred on a video platform such as  Email: johanna.n.wilson@jyu.fi
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aims were to uncover why individuals choose to engage
with this form of music media, how these experiences influ-
ence their perception of the music’s meaning and affective
quality, and whether the extra-musical information offered
in the video influences subsequent, audio-only listening
episodes. The study draws on insight developed from theo-
ries of music-evoked emotion, the use of music in everyday
life, and the cognitive processing of music and film, and
highlights how these theories work together during MV
experiences. In this introductory section, we first examine
current theories on the cognitive processing of music in
film. Second, we examine findings from previous research
concerning everyday music listening experiences and
music’s influence on affective states. Theoretical knowl-
edge from these areas of research informed the data analysis
and development of the theoretical framework outlined in
this article.

Cognitive Processing of Audio-Visual Information

MYV content is highly variable, often featuring scenes of musi-
cians performing, using narratives to portray musical
meaning, or a combination of both. Theoretical models of
multimedia and the cognitive processing of multimodal
stimuli provide the foundational knowledge necessary for
understanding audio-visual interactions across different mul-
timedia contexts. According to the Congruence-Association
model (CAM; Cohen, 2001, 2013; Marshall & Cohen,
1988), music supports the emotional meaning of film by
guiding the viewer’s attentional and inference processes.
Film music (which refers to any multimedia context, such
as television, advertisements, movies, etc.) contributes to
the perception of emotional meaning, establishes mood, and
evokes emotions in the audience (Cohen 2001, 2013). Film
also provides two kinds of information: structural (temporal)
and semantic (meaning). The viewer’s attention is directed
towards structural features shared by the film and the music,
such as accent patterns and synchronicity. The meaning of
the music, which Cohen defines as “associations the music
brings to mind” (2013, p. 23), is assigned to the object or
events in the film to which the viewer’s attention has been
directed.

These associative elements shed light on the role of long-
term memory (LTM) in the cognitive processing of
complex audio-visual material. More recent versions of
CAM highlight the importance of the viewer’s LTM in
the processes of drawing emotional inferences from
sensory information derived from the narrative of the film
(Cohen, 2013). How the listener constructs the meaning
of music — as well as that of visual scenes, sound effects,
and speech, whether presented in the soundtrack or across
the screen as text — depends on their past experience.
Semantic associations are elicited by these sources of infor-
mation, which are then retrieved from LTM. The viewer’s
attention is directed towards information in the film which
matches those associations, creating an interpretation of
the film’s narrative.

Cohen’s model illustrates how structural and semantic
elements of each modality guide attention and generate
inferences about the multimedia being consumed.
However, what happens when the individual’s perceived
meaning of a song or piece of music is not in line with
what is being depicted visually? This is particularly prob-
lematic for M Vs, especially in cases where the song is asso-
ciated with, for example, autobiographical memories or
other personalized meanings. MV viewing potentially
ends with the viewer generating a new meaning about the
song, even if this effect is accidental (or undesired). This
sheds light on what Cook (1998) refers to as the contest
model of multimedia. Contest occurs when each medium
(the song and video) is its own, independent source of
meaning, even if the meanings they represent are similar.
New meaning is generated through a dynamic process in
which each medium tries to impose its characteristics on
the other. On the other hand, the relationship between the
song and the video may have a more complementary func-
tion. The conflicting meanings indicative of contest are
avoided because each medium serves a separate role
within the MV context. Instead, the video complements
what is already present in the music, and vice versa. Both
Cohen and Cook’s models provide insight into how audio
and visual information interact with each other and the
viewer’s subjective experience in multimedia contexts to
generate meaning.

Research on MVs can provide a better understanding of
how visual information influences the interpretation, per-
ception, enjoyment, and recall of musical material in an
ecologically valid context. Laboratory studies have demon-
strated how music can influence the recall of film events
(Boltz, 2004), as well as how visual information can bias
the perception of the music’s acoustic properties (Boltz
et al.,, 2009). MVs, however, provide an opportunity to
better understand how music and visual information interact
with each other in a more ecologically valid context, and the
influence this interaction has on music perception and
enjoyment. Boltz (2013) draws attention to these issues,
highlighting the different components of MVs which have
been investigated empirically by drawing on research in
music education, musical performance gestures, and theo-
ries of audio-visual interactions. For example, in addition
to (or in lieu of) a storyline, MVs often show musicians per-
forming or include “live” scenes from concerts. Previous
studies have analysed how the performer’s movements con-
tribute to the viewer’s appraisal and perception of emotion
during a musical performance (e.g., Davidson, 1993; Vines
et al., 2011). Being able to see the performer’s movements
can either lessen or intensify the perception of tension in the
music, thus providing a more complex or nuanced interpre-
tation of the music’s emotional quality (Vines et al., 2006).
Unlike experimental stimuli, however, MVs are more
complex. It is common for MVs to include scenes of the
artist performing, as well as dancing. How this contributes
to the perceived and felt emotional quality of the music has
yet to be investigated in MV contexts specifically, however.
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Considering the popularity of MVs and their role in today’s
music listening culture, further research which explores
their effects is imperative.

Affective Responses in Everyday Music Listening
Experiences

In recent years there has been increased interest in studying
the function of music in everyday life. Music is recognized
for its ability to fulfil several psychological functions,
including to regulate affective states such as moods and
emotions, for self-reflection and for social bonding pur-
poses (e.g., Hargreaves & North, 1999; Schifer et al.,
2013). Music begins to adopt these functions during
youth, a time when it is used as a tool for psychosocial
development (see Laiho, 2004 for an overview); however,
it continues to serve these functions into adulthood
(Saarikallio, 2010). Throughout this literature, MV
viewing has received little attention. While MV experiences
may fulfil the same functions as “audio-only” music listen-
ing, their contribution to these functions, and whether they
help or hinder them, is not yet understood.

One early study to explore MVs was conducted by Sun
and Lull (1986), who investigated adolescents’ reasons and
motivations for watching MTV (the Music Television
Channel), which exclusively aired MVs at the time.'
Their findings suggest that the reasons why youth
engaged with MTV went beyond those usually identified
for regular TV viewing or music listening, since MVs
allow the audience to discover the “true” meaning behind
popular songs. This contrasts with other studies on every-
day music listening, which posit that music is frequently lis-
tened to in the background during another, primary activity
such as doing chores, commuting, or exercising (Sloboda
et al., 2001).

These findings shed light on why it is important to
understand the role of context when evaluating the func-
tions of music listening. For example, while music’s
emotion regulating function has been regarded as one of
its most essential functions (e.g., Baltazar & Saarikallio,
2016; Rentfrow, 2012; Schifer et al., 2013), an ESM
(Experience Sampling Method) study by Randall &
Rickard (2017) found that music listening for emotion reg-
ulation purposes only occurs in around 32% of listening
episodes, and in 59% of cases where the listener is in a neg-
ative mood. Furthermore, whether music properly fulfils
this function depends on the individual’s general emotion
regulation tendencies, since individuals who use more mal-
adaptive regulation strategies tend to experience more neg-
ative effects from music listening than individuals who use
healthier, more adaptive strategies (Chin & Rickard, 2014;
Saarikallio et al., 2015; Saarikallio & Erkkild, 2007).

Music listening strategies for mood regulation, such as
listening to be entertained, to distract from negative
thoughts, or to find solace (see Saarikallio & Erkkila,
2007), can also apply to MV experiences. For example,

the motivational factors for watching MVs reported by
Sun and Lull (1986) are in line with those of Saarikallio
and Erkkild’s (the equivalent strategies are listed in paren-
theses), including: boredom relief (entertainment), to
relieve tension (revival), for distraction (diversion), and to
feel less alone (solace). While Sun and Lull posit that
MTV watching goes beyond regular music listening,
these motivations they outline reflect the same functions
as music listening. For example, other motivational
factors for watching MVs are in line with the self-awareness
and social relatedness functions highlighted by Schifer
et al. (2013), including: information/social learning
(“learn more about self/others”, “understand the world”,
“supports my ideas”), and social interactions (“‘conversation
topic”, “do with friends”).

Music listening experiences and the outcomes they elicit
also vary depending on the music, the situation and the lis-
tener (Juslin et al.,, 2008; Liljestrom et al, 2012).
Individuals who are more engaged with music overall
listen to music or participate in musical activities for
more hours a day (compared to less musically engaged indi-
viduals) and use music to fulfil several functions simultane-
ously (Greasley & Lamont, 2011). Situational variables are
also important to consider, since research has shown that
the activity accompanying music listening is the most
important in determining function, followed by control
over what is being listened to and attention paid to the
music (Greb et al., 2018). For example, for the function
“Intellectual Stimulation” the activities with the strongest,
positive relationships were: “making music”, “pure music
listening”, and “working and studying”. Certain functions
are more affected by individual differences than others,
with musical taste and strength of preference being the
strongest individual differences predicting music’s func-
tion. Overall, the importance of music to the individual is
an important variable which influences music listening
behaviour (Krause & North, 2017). Furthermore, devices
which allow for personal input and control over what was
being listened (such as smartphones and MP3 players)
yield more positive affective outcomes on the listener,
such as contentment and an increase in motivation
(Krause et al., 2015). This is particularly important in the
case of modern MV listening experiences: unlike the
early days of MVs, where they were watched on television
channels dedicated to music (for example, MTV), individ-
uals today can watch virtually any MV, anywhere, at any
time on their personal devices on YouTube. This gives
the listener more control and choice over which MVs
they engage with.

Interactions between the listener, the acoustic features of
the music, and the situation where the music is being heard
are important to consider when analysing how meaning,
including emotional meaning, is attributed to music.
Cespedes-Guevara and Eerola (2018) suggest a construc-
tionist approach to the perception of affect in music in
order to account for the interactions between the listener’s
knowledge, their listening goals and current psychological
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state, the features of the music, and the context where the
listening experience takes place. They draw on Barrett’s
(2006) Conceptual Act Theory of emotion, which posits
that experiencing an emotion (or observing it in somebody
else) occurs when top-down knowledge from past emo-
tional experiences is combined with sensory information
from our bodies, or from witnessing another person’s
behaviour. In the case of music, Cespedes-Guevara and
Eerola posit that music can afford specific meanings,
including emotional ones, because of the cognitive pro-
cesses that occur when the listener combines top-down
knowledge from past musical (and emotional) experiences
with information about their current affective state, and
the context where the musical event takes place.
Associative mechanisms allow the listener to integrate
information from the music’s acoustic cues with other
sources of information available in the listener’s mind
allowing them to construct meaning and perceive emotions
in music. These associative mechanisms and their role in
the construction of meaning are also present in CAM
(Cohen, 2001, 2013; Marshall & Cohen, 1988). MVs may
influence the types of associations the listener attributes to
the music, or even replace them with new ones, if the infor-
mation they contain confirms or violates their expectations
about the music’s meaning.

Theoretical insights concerning the mechanisms of
music-evoked affect may also provide insight into MV
effects. Of particular interest to the current study is the
Visual Imagery mechanism component of the BRECVEMA
model of music-evoked emotions (see Juslin, 2013; Juslin
et al., 2014; Juslin & Vistfjdll, 2008). Visual imagery (or
visual mental imagery) refers to emotional outcomes evoked
by music as a result of the inner images conjured by the lis-
tener. Providing contextual information about a piece of
music, such as narrative descriptions, may influence or
enhance this mechanism (Vuoskoski & Eerola, 2013). Since
MVs often contain visual information about the music’s
meaning, there is the potential that this imagery becomes asso-
ciated with the music and conjured as visual imagery in future
listens. Preferred music and familiarity also contribute to affec-
tive responses to music (Schubert et al., 2014; Szpunar et al.,
2004). For example, spreading activation theory describes
how preference and familiarity predict affective reactions to
music. As an individual becomes increasingly familiar with
a certain genre, artist, or song, they develop more mental rep-
resentations (referred to as nodes) and a network of associa-
tions connected to the music is formed. When familiar
music is heard, the network is activated, resulting in aesthetic
pleasure (Schubert et al., 2014). MVs may potentially increase
the number of nodes activated during listening by providing
new associations with the music. This may also explain how
MV experiences can help slow down wear-out from over-
listening (Goldberg et al., 1993).

Mental representations and associations reflect how the
listener’s long-term memory influences affective responses
to music. This is particularly important in the case of MV
experiences since there is the potential for more

associations to form as the viewer-listener attends to the
visual and musical content. These frameworks, in addition
to CAM, can provide a rich insight into how MV listening
experiences influence the perception of and affective
responses to music.

The Current Study

The current study explores MV experiences and their
effects on listening outcomes. The current study is part of
a larger survey study, which also consisted of quantitative
data and from which a Master’s thesis (Wilson, 2018) and
a less developed proceedings paper (Wilson, et al., 2020)
have previously been published, but focusing on different
perspectives. The study features an online, open-ended
questionnaire designed to gain insight into participants’
experiences with this form of musical multimedia, includ-
ing the circumstances that lead to the experience, the expe-
rience itself, and the perceptual consequences for future
listens. A preliminary framework was devised which out-
lines the reasons and situations in which MV experiences
occur, the cognitive and emotional outcomes elicited
during the experience, and the carry-over effects they
impose on subsequent, audio-only experiences. The study
specifically asked participants whether the MV had any
influence on how they perceive the meaning of the music
going forward, as well as whether they experience visual
mental imagery related to the content of the MV in future
listens.

Method

Participants

Qualitative data were collected from a convenience sample
of 34 participants. Participants were recruited from a
university music theory class email list of approximately
100 students and via social media. All participants were
adolescents and young adults between the ages of 15 and
27 (N=34; M =224, SD =2.79): 53% identified as
female, 41% identified as male and 6% chose not to disclose
their gender. Most of the sample (23 participants) identified
as Canadians, eight participants preferred not to disclose
their nationality, and the remaining three identified as
American, Australian, and Korean. Two participants identi-
fied as having a second nationality in addition to being
Canadian (Chinese and Dutch). Participants who provided
an email address were entered in a raffle to win an
Amazon gift card (value of $25 CAD) as incentive to par-
ticipate. The study received ethical approval from the
Ethics Committee of the University of Jyviskyla.

Study Design and Procedure

The study was available online on the platform Qualtrics
and took approximately 25 min to complete. The study
was designed to be completed in an environment where



Dasovich-Wilson et al.

the individual would usually find themselves watching
MVs naturally, such as at home, in order to create the
most authentic experience possible and minimize experi-
menter influence. Furthermore, participants were asked to
watch an MV they had already seen before that they
enjoyed prior to starting the questionnaire, which partici-
pants could then reference in their response. This type of
elicitation technique was implemented in order to limit
recall bias as well as to promote discussion and elaboration
of ideas on the topic (Barton, 2015). The study consisted of
an analysis of 12 open-ended questions designed to elicit
descriptive responses from participants about their experi-
ences with MVs. A total of 10,520 words were analysed
and the average number of words provided per participant
was 309 (min= 111, max = 1,288).

The open-ended questionnaire addressed where and why
participants would watch MVs, how these experiences
compare to audio-only listening experiences, and the
extent to which this multimodal listening format influenced
the perception of the music’s meaning and affective quality,
both during the initial MV experience and in future, audio-
only listening experiences. In addition, participants were
asked to indicate from a list of items which electronic
devices they use to watch MVs.

Method of Analysis

In order to establish a preliminary framework for under-
standing participants’ experiences, an abductive grounded
theory approach was adopted. According to Charmaz
(2008), grounded theory is a method for analysing qualita-
tive data that is well suited for investigating phenomena that
have been underexplored or where understanding is cur-
rently limited. This method calls for the researcher to
remain open to various explanations and limit their precon-
ceptions about the problem they are investigating
(Charmaz, 2006). While research that takes a grounded
theory approach starts inductively, it moves into abductive
reasoning as the researcher attempts to interpret and under-
stand the phenomena observed in the data, allowing them to
consider all the possible theoretical explanations while also
remaining open to alternative interpretations. This approach
allows the researcher to revisit and defamiliarize themselves
with the data after exploring the phenomena at hand from
different theoretical perspectives (Timmermans & Tavory,
2012).

This abductive method to qualitative analysis was con-
sidered suitable for exploring MV experiences in the
current study since many facets or components of this
type of listening style have been explored empirically.
For example, there already exists a large body of research
dedicated to understanding the psychological function of
music in everyday life, the cognitive encoding of audio-
visual stimuli, and theories of music-evoked emotion, all
of which are relevant to the study of MVs but have yet to
be applied to them explicitly.

Coding Procedure

All coding was performed by the first author; however, all
authors were consulted throughout the coding process to
discuss any potential ambiguities or theoretical explanations
for phenomena encountered in the data. The first step of the
coding process was directed towards identifying (1) the ante-
cedent factors that motivated individuals to watch MVs; (2)
the MV listening experience itself; and (3) carry-over effects
on subsequent listening experiences in the data. Once data
were organized according to these three temporal stages,
they were sub-coded using the in vivo method. In vivo
coding was used in order to segment passages into individual
codes when they described different phenomena. This
method is useful as it also preserves the language used by
the participants and keeps the analysis grounded in the data
(Charmaz 2008; 2006; Saldafia, 2016). If codes inferred
more than one meaning or described more than one aspect
of the MV listening experience, simultaneous coding was
used. Once the data were saturated and all codes were iden-
tified, axial coding was performed.

During the axial coding phase, codes describing similar
phenomena were grouped together, creating the main cate-
gories and subcategories within each temporal level.
The frequency of each category and subcategory is reported
as a percentage in the results, and each participant is consid-
ered an individual case. It is important to note, however,
that since the data were collected using open-ended ques-
tions on an online platform and not, for example, with semi-
structured interviews, there was no way to follow-up with
participants about their answers. Therefore, the analysis
was limited to the amount of data provided by each partic-
ipant, which varied in length and substance. The percent-
ages and number of cases provided in the results section
are only representative of their occurrence within the
current study. The authors acknowledge this limitation;
however, the purpose of this study is to create a preliminary
framework to serve as a starting point for future studies
investigating these phenomena. Suggestions for future
research are outlined in the discussion.

Results and Discussion

Four primary categories were established from the data
which revealed new insights into MV listening experiences.
Themes emerged in the data which described the contexts
and personal goals individuals aimed to achieve, how atten-
tional processes are directed during the experience, the
circumstances that evoke and the nature of affective out-
comes experienced from watching MVs, and the potential
carry-over effects that manifest in subsequent listening
experiences. These four levels, referred to as Intention,
Attention, Reaction, and Retention (IARR) are defined as
follows (see Figure 1):

1. Imtention: Describes the circumstances that lead to
MV listening experiences, including the goals the
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participant intends to accomplish, the contexts
where these experiences take place, and whether
the participant is alone or with others.

2. Attention: Describes how participants direct atten-
tion, what factors distract or detract from their
enjoyment of the music, and the conditions that
direct attention towards one modality over the other.

3. Reaction: Describes the affective outcomes of MV
watching and the contingent factors that influence
these outcomes. This level describes the mechanisms
responsible for MV evoked affect, as well as pro-
vides insight into when and why MV evoked affect
is considered more salient compared to outcomes
evoked during audio-only listening experiences.

4. Retention: Describes how the MV watching experi-
ence influenced subsequent, audio-only listening expe-
riences, and the mechanisms responsible for evoking
affective outcomes in these subsequent listens.

Intention

The Intention level outlines the reasons and motivations for
watching MVs. Participants also selected from a list of
items which devices they usually watch MVs on, with
smartphones and laptops being selected the most frequently
(see Figure 2). Devices listed in the event they selected
“other” included one participant who stated using a
gaming console, and three who stated they watch them on

7 IARR )
Intention
Attention
Reaction
Retention

Figure I. The four temporal levels of MV listening experiences:
Intention, Attention, Reaction, Retention (IARR). Intention refers
to all antecedent factors leading to MV engagement. The
experience of watching MVs is divided into two levels (Attention
and Reaction). Retention refers to all carry-over effects imposed
on future listening experiences.

TV (for example, via MTV). On average, participants
watched four MVs a week (min =0, max =20).

Three categories were established in the data describ-
ing the psychological goals, social factors, and prefer-
ence related reasons for watching MVs (see Figure 3).
Affect-related (i.e., emotional reasons) and cognitive
goals were observed in 67.7% of cases and are categorized
under the label Internal factors. Social motivations, catego-
rized as External factors, were observed in 50% of cases. A
third factor that motivated individuals to watch MVs is
illustrated in the category labelled Preference-Driven,
which includes the 44% of cases where MV watching is
motivated by listener’s enjoyment of specific songs or
artists. Example codes for Intention categories and subcat-
egories are found in Table 1.

Internal factors were subcategorized depending on
whether the Intention reflected an emotional goal or cogni-
tive goal. Emotional goals were observed in 47% of cases
and describe MV engagement for the purpose of regulating,
maintaining, or enhancing affective states, as well as engag-
ing with MVs for aesthetic enjoyment or in order to relieve
boredom. Boredom relief was considered an emotional goal
since it illustrates how engaging with music for entertain-
ment functions as an affect regulation strategy (Saarikallio
& Erkkild, 2007). Cognitive goals were observed in 41%
of cases and include using MVs to reflect on the content
of the music or video, such as the true meaning of the
lyrics, as well as watching in order to engage with or
learn any physical performative elements featured in the
video (such as musical technique or dance choreography).

External factors reflect the role of social influences as an
antecedent to MV watching. Two subcategories emerged,
labelled peer influences and media influences. Peer influ-
ences were observed in 26.5% of cases, these cases describe
in-person or online exchanges with friends as an antecedent
factor motivating MV engagement, as well as watching
MVs with friends as a social activity. Media influences
were observed in 23.5% of cases and describe antecedents
related to the “hype” surrounding a song, for example
because it is trending on social media, as well as cases
where YouTube auto-played or recommended the MV to
the participant.

The Preference-Driven category consists of reasons for
watching MVs that were motivated by the participant’s
familiarity with and preference for certain artists or
songs. Watching newly released MVs for singles by
their favourite artists are also included under this category.
Preference-Driven codes were homogenous enough to not
require further subcategorization.

Results at the Intention level provided insight into the
motivating factors (goals) and contexts that led participants
to engage with MVs. All participants provided at least one
reason for engaging with MVs or choosing them over
audio-only listening; however, others provided several
depending on factors related to who they were with at the
time, what mood they were in, or what they were doing at
the time. These reasons complement existing research
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Figure 2. Preferred devices for watching MVs. Participants were allowed to select one of the three options provided, or specify the
device if selecting “Other”. Other devices were non-portable, such as watching on television, or via YouTube on a gaming console.
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Figure 3. Intentions for watching MVs. The number of participants coded under each category and sub-category are represented in

brackets.

highlighting the use of music to fulfil different emotional,
cognitive, and social needs, especially during youth
(Laiho, 2004; Tarrant et al., 2000). Although the data
from the current study were collected over 30 years after
Sun and Lull’s (1986) study similar findings were observed:
in both studies, learning the “true” meaning of the music
was a significant motivating factor for MV watching.
Although the age demographic in the current study consists
of both high school students and young adults, our findings
complement the social, emotional, and information-seeking
factors originally highlighted by Sun and Lull. On average,
participants in Sun and Lull’s study watched approximately
two hours of MTV a day, whereas participants in the current
study watched an average of four videos per week.

However, participants in the current study had more
control over which specific MVs they wanted to see and
when they wanted to see them. These findings provide
more insight into the ways modern technology affords
more complex interactions with music and the functions it
can fulfil in different listening situations (Greb et al.,
2018; Krause et al., 2015; Randall & Rickard, 2017).
Individual differences in musical engagement can
provide further insight concerning the frequency and effec-
tiveness of MV listening, particularly when the experience
is aimed at fulfilling specific psychological or social func-
tions. For example, Preference-Driven reasons may
fulfil Internal and External goals concurrently by enabling
mental work, regulating affective states, or contributing to
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Table I. Description of intention categories and subcategories with examples.

Intention Categories and Subcategories

Category/

Frequency Subcategory, Frequency and Themes

Example (Participant number)

Emotional Goal

47% of cases
Watches for aesthetic enjoyment
Watches for boredom relief

Internal Factors
(Self-
motivated) .
67.7% of cases

*  Watches to change or maintain their current

emotional state
Cognitive Goal
41% of cases
*  Watches to understand the meaning of the
music

*  Watches to see the artist perform and/or to

learn the music

*  Watches to or see and/or learn choreography

External Factors
(“Other”-
motivated) .
50% of cases

Peer Influence
26.5% of cases
Watches with others as part of social
activities
*  Watches MVs shared by friends
Media Influence
23.5% of cases
*  Watches during social media engagement,
browsing YouTube
*  Watches MVs that have received media
attention
Watches MVs put out by their favourite
artists (including new releases) and/or for
favourite songs.

Preference- .
Driven
44% of cases

When | want to fully experience the music instead of playing [it] in
the background while 'm working. (P11)

[l watch music videos] during my down time. When I'm
procrastinating. (P36)

When | am relaxing at night or having an anxiety attack. (P34)

[To] discover what message [the artist] was trying to get through in
the song. (P10)

...if it is a performance style music video where | could gain visual
information [as to] how they produced the music. (P21)

| like to have choreography (e.g. dance) in music videos as [I] find it so
fascinating how some moves to this particular song with their body.
(PO4)

When [I] am with friends. (P30)

If someone had sent me a link to the song on YouTube, I’'m more likely
to end up watching the video. (P25)

If I've already been browsing YouTube. (POI)

Mostly just watch music videos when a new one comes out that gets
some buzz. (P35)

I'm also more likely to watch video from my favourite artists or for
songs that are really catchy. (P19)

...or it’s a new music video that | have not seen before to artists and
songs that [ like. (POI)

social interactions between peers. While the current study
succeeded in highlighting the diverse reasons for MV
engagement, the frequency and effectiveness of this listen-
ing method for fulfilling specific functions requires further
investigation.

The Intention level of the IARR framework provides
insight into the reasons and contexts for MV engagement,
however, there are limitations to consider. Individual differ-
ences such as personality, musical engagement, musical
expertise, and mental health have been acknowledged in
previous studies as mediating factors that influence music
listening outcomes (e.g., Chamorro-Premuzic & Furnham,
2007; Chin & Rickard, 2014; Saarikallio et al., 2015).
Future research using quantitative methods, such as
surveys, can help provide a clearer picture of which func-
tions MV experiences can fulfil and for whom, since previ-
ous research has identified how individual differences in
people’s level of engagement with music (highly engaged
compared to less engaged) influences the reasons, contexts,
and outcomes experienced in response to music (Greasley
& Lamont, 2011). These reasons do not only highlight
potential differences in musical engagement at the partici-
pant level, but also the role of MVs in today’s popular

culture and the dissemination of music in general. The
External factors outlined in this study suggest that many
individuals do not restrict their engagement with MVs to
songs that match their listening preferences: they also
watch out of curiosity if the MV has received attention or
notoriety in the media. This may be the case for MVs
shared with them by their peers; however, it is unclear in
the current set of data whether this reflects sharing
between peers based on shared preference, or for other
reasons related to the content of the video (for example,
cameos from other celebrities, socio-political commentary,
or controversial themes) and not necessarily the music.
Interestingly, MVs were also selected in cases where the
song was not available on other streaming platforms. This
suggests the video component was not always attended to
or even desired by the listener. Findings related to attentional
processes are discussed in greater detail in the next section.
However, in respect to Intention, it is important to note that
in some cases M Vs are selected because of their being freely
and easily accessible on YouTube. How exposure to this
visual content influences listening outcomes, including those
elicited in subsequent, audio-only listening experiences, is dis-
cussed in the Reaction and Retention sections of the results.
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Figure 4. Experience is divided into two levels: Attention and Reaction. The number of participants coded under each category and

subcategory are represented in brackets.

MYV Experiences: Attention and Reaction

Data describing the experience of watching MVs were split
into two categories: Attention and Reaction. These top-level
categories provide more insight into how attentional processes
are directed during the experience and the affective outcomes
that arise as a result. Attention and Reaction codes reflect the
psychological processes that occur during the MV experience,
and the immediate affective response evoked by their content.
The qualitative results for Attention and Reaction are reported
separately for clarity. They are briefly discussed individually
as well as cumulatively, as the content that absorbs attention
influences the types of affective outcomes elicited by the
MV experience (see Figure 4).

Attention

The Attention level describes the specific content or features
of the MV which participants describe as having absorbed
their attention during the MV experience. Two categories
were established in the data that describe the features absorb-
ing participants’ attention, labelled here as Semantic and
Structural features. Example codes and definitions of catego-
ries and subcategories are found in Table 2.

Participant reports that describe being focused on how the
content of the MV influences the meaning or affective
quality of the music were categorized under the label
Semantic features. These features were reported in 65% of
cases and describe how the MV provided more context
about the meaning of the music, as well as features that
directed their attention towards and enhanced their percep-
tion of the music’s affective quality. Two subcategories,
interpretation-focus (IF) and affect-focus (AF) were created
to reflect the qualitative differences between experiences
and occurred in 58.8% and 17.6% of cases, respectively.
The primary difference between these subcategories is the
language choice used in these codes. IF experiences describe

directing attention towards narrative elements such as story-
lines. On the other hand, AF codes do not focus on storylines:
they describe how the visual aspect directs attention towards
the music’s affective components, completing, complement-
ing, or clarifying them to the viewer (how this influences
their affective reactions is discussed in greater detail below).

Participant reports that described being focused on how
the features of the video (such as editing techniques, move-
ment, colours, textures, etc.) aligned with or complemented
the music’s structural features (such as tempo, rhythm, mel-
odies, harmonies, and lyrics) were categorized as Structural
features. Structural features describe how attention was
directed towards the synchronous relationship between the
music and the video, and/or directing focus on human move-
ments such as dance and performance gestures. Two subcat-
egories emerged that reflect these concepts: audio-visual
synchrony (AVS) and movement and gesture (MG), which
were observed in 23.5% and 12% of cases respectively.

The perceived synchrony between the audio and visual
modality guided and absorbed participants’ attention
during the MV experience. Codes categorized as AVS
describe how the physical features of the video, such as
camera angles, colours, and video editing techniques,
aligned with or complemented the features of the music.
These codes contrast those belonging to the Semantic fea-
tures category since they highlight how the physical (i.e.,
structural) attributes of one modality direct attention to or
highlight the coinciding attributes of the other.

Attention results complement previous research concern-
ing the role of music in film and the cognitive processes high-
lighted in CAM (Cohen, 2013; 2001; Marshall & Cohen,
1988). Participants were aware of how the video influenced
their attentional processes; in some cases, they asserted that
their experience of the music was enhanced overall as a
result of being more absorbed in the music, its narrative ele-
ments, and/or structural interactions between the audio and
the video. Furthermore, our findings also shed light on how
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Table 2. Descriptions of attention categories and subcategories, with examples.

Attention categories and subcategories

Category Subcategory, frequency, and themes

Example (participant number)

Semantic features Interpretation-focus (IF) 58.8% of cases
65% of cases .
narrative elements such as storylines
Affect-focus (AF)
17.6% of cases

* Focuses on how the affective quality of the music is

represented or clarified by the video

Structural
features

Audio-visual synchrony (AVS)
23.5% of cases

* Focuses on how well the properties of the music

Focuses on how the meaning is represented with

“l immerse myself more in the story of a song when
watching a video.” (P05)

“l focus on how the video tells the story.” (P23)

“This video was interestingly edited and completed the
mood of this song...” (P22)

“l find having a visual often makes things much more
explicit, even if there isn’t a plot per se in the video... it
can solidify parts of the song in a way that had been
more nebulous in my head. Making feelings into images.”
(P25)

“I focus on how the video [enhances] the instruments of
the song.” (P23)

“Imagery that fits the tempo and lyrics of the song.” (P28)

and video “fit”, how they complement or contrast

each other
Movement and gesture (MG)
12% of cases

* Focuses on musical performance gestures and/or

choreography

“l tend to really watch how the [dancers’] movement in
the video goes with the music [sic].” (P04)

“It's more similar to a live viewing of it, where it’s easier to
feel the energy of it by not only hearing the music, but
seeing it performed.” (P21)

music perception (as opposed to visual perception) is influ-
enced by audio-visual interactions, a finding previously
reported by Boltz and colleagues (2009). Our results extend
these findings by providing insight into how these interactions
influence the perception of music with which the listener is
already familiar (unless the MV experience is their first expo-
sure to the song, which in most cases it was evident by their
description that it was not). The influence of audio-visual
interactions on affective outcomes is discussed in greater
detail in the following section.

Reaction

Codes at the Reaction level offered new insights into how
MYV information influenced participants’ affective out-
comes. The extent to which MVs influenced affective out-
comes on both valence and arousal dimensions varied
among participants. Furthermore, it was commonly stated
that whether an MV elicited any significant affective out-
comes depended on factors related to their previous experi-
ences with the music (or lack thereof) and the content of the
video. These factors, which were first reported by Wilson
et al. (2020), describe the musical, visual, and personal con-
tingencies mediating affective responses to MVs and their
underlying mechanisms (see Table 3).

Two Reaction categories, labelled Strong Affect and
Weak Affect, were formed based on the extent to which
MYV experiences influenced participants’ affective state,
(see Table 4). Unlike codes belonging to other temporal
levels, which could be simultaneously coded into more
than one category or subcategory when appropriate,
Strong and Weak Affect codes are mutually exclusive.

Table 3. Contingent factors of MV listening experiences (from
Wilson et al., 2020; reprinted with permission).

Factors  Contingencies

Musical  Genre, emotional quality, artist, familiarity

Visual Portrayal of emotion, presence of storyline or
performance gestures, quality of cinematography

Personal Appraisal of the music, current affective state, whether

the MVs reflects their personal interpretation of the
music

However, if the participant experienced outcomes catego-
rized as Strong Affect and described which musical,
visual, or personal factors were responsible for that
outcome, simultaneous coding was used to account for
those factors.

Strong Affect was observed in 47% of cases: these cases
contain codes describing MV listening experiences which
evoked salient affective responses. These cases highlight
themes such as emotional contagion, feelings of connected-
ness, and strong sensations. Strong Affect includes examples
of both positively and negatively valenced emotions evoked
during or in direct response to the MV experience (for
example, feeling sad in response to a MV of a sad song).

Weak Affect codes were less descriptive and reported
less frequently: only 11.7% of cases assert that the MV
experiences did not significantly influence their affective
state. Although Weak Affect was only observed in four
cases, half of them asserted that this lack of reaction was
due to the video specifically and not the music. The Weak
Affect categorization does not necessarily infer these partic-
ipants are less reactive to music in general, nor does it rule



Dasovich-Wilson et al.

Table 4. Description of reaction categories and examples.

Reaction categories

Category Description

Example (participant number)

MV elicits salient affective reactions.

Feels more connected to the music and/
or artist.

Emotional reactions mimic the
emotional tone of the music
(contagion).

Strong affect
47% of cases

Weak affect 11.7%
of cases

MVs experiences do not elicit any
significant emotional outcomes.
MVs are described as less impactful
than audio-only experiences.

“I think it just amplifies the mood of the song. If it’s a sad song you feel

more sad. If it’s happy you feel happier.” (P10)

“I find [the video] makes an already powerful moment in the song even

more intense... If it is 2 well made video, it typically just enhances
the mood which the song already puts me in.” (sic) (P16)
“It can make whatever emotion I'm feeling become stronger.” (P27)

... It made me feel like | knew her and felt all of her emotions inside

me (that sounds so dramatic!) | cried at a lot of parts of it when
watching it. Everything about it was SO in line with the things I'd
already felt when listening to the music alone that it enhanced it so
much beyond the sum of its parts.” [sic] (P25)

“Videos don’t tend to alter my mood. The music is the important part

for me.” (P12)

“Sometimes a video will bore me, even though | like the song...

[My emotional reaction is greater] when only listening.” (P30)

out the possibility that the music could have still influenced
their mood during the MV experience, even if the video did
not contribute to these outcomes.

Although participants discussed their experiences with
MVs they enjoyed, 14.7% of cases described how the
MV negatively impacted their experience of the music.
The factors or mechanisms that lead to this negative expe-
rience are also reflected in the contingencies outlined in
Table 3, especially those found at the personal and visual
level. For example, if the MV is appraised as being of infe-
rior quality, the experience of the music suffered as a result
(P16): “...some videos are hard to understand or poorly
made and therefore take away from the experience of
listening to the song.” For other participants, it was not
necessarily the quality of the video itself, but the interpre-
tation of the music that caused them to negatively appraise
or even avoid MVs for songs they enjoyed completely
(P25):

I honestly find that music videos often distract from the listen-
ing experience instead of enhancing it...because often how
they [the artist] interpret their song in a video is much different
than the feelings or visuals I may have had when I listened to it
on my own, and therefore if I really love a song sometimes I’ll
consciously avoid the video (if there is one) because I don’t
want to know if the way I love the song is not how the artist
feels the song is.

These findings suggest that some individuals may be
more inclined to avoid MVs for songs that they have
already connected with on a personal level in order to
avoid compromising that connection. Future research
should consider individual variables, such as personality
traits and use of music to regulate mood and emotional
health, and their relationship to certain MV experience
outcomes such as the negative influence outlined above.

MYV Experiences: Attention and Reaction

The results of the Attention and Reaction levels shed light
on the attentional processes that occur during MV experi-
ences, and the affective outcomes evoked as a result. The
data provide novel insights into how MV experiences con-
tribute to participants’ experience of the music, when this
contribution has a positive influence on their perception
of the music, and when it does not. Participants describe
how specific features, such as narrative content and struc-
tural features in both modalities guide attention and elicit
affective responses. However, these results are currently
limited. Since reactions vary depending on the MV in ques-
tion, it cannot be assumed that because an individual has a
strong affective response to one MV that they experience
similar reactions to all MVs. Individual differences in
musical expertise, personality, and emotional reactivity to
music may provide insight into who experiences strong
affective responses to MVs and who does not.

Situational variables can also provide more insight into
the conditions influencing affective responses to MVs:
who they are with and how much control they had over
the experience might explain when and why some individ-
uals’ responses are more salient than others. For example,
individuals have more positive responses to self-selected
music (Krause et al., 2015; North et al., 2004), music
they are familiar with (Schubert et al., 2014) and in situa-
tions where they have control over what music is being lis-
tened to (Krause & North, 2017). Furthermore, since
participants were asked to watch a MV they were familiar
with and that they knew they enjoyed, the data do not
provide any insight into the types of responses individuals
experience the first time they see the MV. While the contin-
gent factors highlighted above provide some insight into the
features responsible for evoking affective responses and the
data suggest that MVs can, indeed, evoke strong affective
responses, future research using quantitative measures or
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experimental designs would be better suited for understand-
ing the affective phenomena that occur during MV experi-
ences, whether it is the first time the participant is being
exposed to the MV or a subsequent exposure.

Retention

Retention level data describes the carry-over effects of MVs
on subsequent, audio-only listening experiences (see
Figure 5). Two duration categories were established
depending on whether the participant indicated MVs have
a long-term influence on how they perceived the music
going forward or not. Participants who did not experience
any long-term influence on how the music was perceived
or stated their personal interpretation of the music’s
content had a stronger influence than the MV were catego-
rized as Unaffected. Overall, 73.5% of cases reported MVs
having a long-term influence on their experience of the
music while 26.5% of cases were categorized as
Unaffected (see Table 5). In addition, three categories
emerged describing how MVs influenced subsequent listen-
ing experiences. These categories were labelled New
Interpretation of Meaning (NIM), New Affect Perception
(NAP), and Visual Mental Imagery (VMI). Descriptions
and examples of these categories are found in Table 6.
MVs had the potential to significantly influence the
perception of the song’s meaning in subsequent listens.

These experiences are categorized as NIM and were
observed in 56.8% of cases. Themes in this category
describe how the characters and narrative elements such
as storylines become associated with the music in subse-
quent listens, as well as how the MV content clarified the
meaning behind the lyrics. For MVs containing culturally
topical or socio-political messages, these messages
became associated with the music in subsequent listens,
therefore influencing the listener’s interpretation of the
song.

MV experiences could influence how the affective
quality of the music was perceived. These outcomes, cate-
gorized as NAP, were reported in 17.6% of cases. Codes
in this category describe how the MV changed how the
affective quality of the music was perceived, making the
song more emotionally impactful and potentially changing
how the listener used the song for affect regulation purposes
in subsequent listens. There was a significant overlap
between cases reporting NIM and NAP effects, which sug-
gests that the meaning of the music portrayed in the MV had
an influence on their perception of the music’s emotional
quality as a result of it providing them with more context
about the song.

The last Retention category, VMI, occurred the most fre-
quently: it was observed in 76% of cases. This category
reflects how imagery from the MV is recalled in subsequent
listening experiences, even in cases where no long-term

Retention

W [ Unaffected (9)

Long-Term (25)

J

( Visual Mental

]
)

New Interpretation of
Meaning (19)

L Imagery (26)

New Affect
Perception (6)

Figure 5. Retention outcomes are the effects which carry-over to subsequent listening experiences, as well as duration (Long-Term or
Unaffected). Long term outcomes were divided into two categories. A third category, Visual Mental Imagery, was observed the most
frequently, even in participants who stated the MV had no influence on their interpretation of the music or its affective quality. It is
connected to the Unaffected category with a dotted line. The number of participants coded under each category are represented in

brackets.



Dasovich-Wilson et al.

Table 5. Description of duration categories and examples.

Duration

Description

Example (participant number)

Long-term 73.5% .

Unaffected 26.5% of
cases

Information from the MV influences subsequent
listening episodes.

No longer retains previous interpretation if the MV
contradicts it.

MV does not have any influence on their perception
of the music in subsequent listens, their personal
interpretation is retained.

May experience a short-term change in perception
but only during the MV experience.

“As soon as | watch the video, | only imagine that once |

hear the music again.” (P02)

“A good video will definitely be what | think of every

time | hear [the] song permanently afterwards.”
(PI15)

“If I've already connected to a song, finding out the ‘true

meaning’ intended by the artist doesnt change my
interpretation” [sic]. (P12)

“From memory, | can’t think of a specific instance, but |

feel like it probably has happened, more on a
short-term basis [while watching].” (P33)

Table 6. Descriptions of retention categories and examples.

Category

Description/Themes

Example (participant number)

New Interpretation of

Meaning (NIM) 56.8% of

cases

New Affect Perception
(NAP) 17.6% of cases

Visual Mental Imagery
(VMI) 76% of cases

* Interprets the meaning of the music based on
the MV’s content

* Interprets the lyrics based on the storyline
depicted in the MV

* Associates the song with the social, cultural, or
political themes depicted in the MV

* New perception of the music’s emotional
quality

* Song more emotionally impactful compared to
emotional responses prior to seeing the MV

* May occur as a result of NIM, where the new
interpretation creates a different affective
response to the music in future listens.

* Song triggers mental imagery related to the
content of the MV, such as narrative elements,
thematic content, or characters

* Imagery of performance gestures, dance
choreography, and human movement.

“I always prefer my interpretation of a song but it can
be hard to still think of it that way after seeing a
video that shows it’s meant to be interpreted
differently.” (P03)

“The content of a music video has affected my
interpretation of a song’s meaning when there are
actors who play a storyline based on what the
lyrics are about.” (P18)

“[This song] was not a song | associated with [this
social movement] at all, until | saw the music video,
and now | think of it whenever | hear the song.”
(PO7)

“The imagery can [influence] how | perceive the
mood of the song.” (P32)

“For example, sometimes a song will have a music
video with a completely different tone/feel than the
situations/context in which | would normally listen
to the song (i.e., a happy song that | listen to when
I’'m in a good mood having a sad music video). So
sometimes this makes me think more about the
lyrics and hear things that | wouldn’t have prior to
seeing the music video.” (PO1)

“I have thought a song was boring, with very little
depth, then with a video’s context it has
completely changed the song forever for me.”
(P27)

“For example, in the video | just watched, | always
think of [this very powerful scene] when the singer
is screaming... | find it makes an already powerful
moment in the song even more intense.”(P16)

“Especially in very sad or [emotional] songs | seem to
always remember the video while listening to the
song later.”(P10)

“These music videos often have iconic dance moves
to them, so when just listening to music, | can see
the dance in my mind when [ listen to the music
alone.” (P21I)

effects were reported concerning the perception of the
music’s meaning or affective quality. Themes for VMI
codes include remembering images related to the content

of the video, such as characters, storylines, topics, perfor-
mance gestures, and dance choreography throughout the lis-
tening experience.

Interestingly, 46% of all VMI
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descriptions (35% of all cases in total) describe VMI of
human gestures, such as the artist performing and scenes
with dance and other choreographed movements (for an
example, see Table 6).

The most interesting finding concerning MV-related
VMI is that it could occur regardless of whether the
content of the MV influenced their perception of the
music’s meaning or affective quality. Overall, two thirds
(66.6%) of cases categorized as Unaffected reported VMI
of MV content in subsequent listens. This may be a result
of joint encoding: when the audio and visual are perceived
as emotionally congruent, an integrated memory code is
formed (Boltz, 2004). As a result, subsequent listens
become a retrieval cue for MV imagery. Furthermore,
these findings suggest that BRECVEMA mechanisms, par-
ticularly visual imagery, can change over time as new asso-
ciations with the music are formed.

In addition, our findings highlight how MVs can make
the music personally significant to the listener depending
on whether the MV confirms or violates their expectations
about the meaning of the music. Importantly, the MV did
not need to confirm their expectations to be perceived as
more meaningful (however, this may have had an influence
on how much they empathize with the artist); however, it
did seem important that the MV’s content be in line with
the listener’s personal values. For example, MVs could
have a negative long-term influence on the listener’s per-
ception of the song if it were perceived as representing anti-
social or negative behaviours, such as glorifying violence or
the sexual objectification of women. For example, as one
participant explains (P15): “...he exploits her by making
a nude model of her which I thought was kind of sleazy
even though before that I enjoyed the song”. Negative
effects from MVs were observed in 18% of cases, and
while some cases described disliking the MV because of
it depicting imagery that was incompatible with their
values, MVs also had a negative influence in cases where
the MV showed an interpretation of the music that was
not in line with their own interpretation of the song. For
example, one participant explains how the content of the
MV was perceived as being superficial and jarring, stating
(P25): “I’ve been basically trying to erase the video from
my brain so I can love the song the way I did before.
This is not always possible.” While the majority of partici-
pants (58%) provided examples of MVs that had a long-
term positive influence on their perception of the music,
this may have been a result of the study design, which
asked participants to watch an MV they were already famil-
iar with and enjoyed prior to completing the questionnaire.
For whom and under what conditions the MV elicits posi-
tive or negative carry-over effects should be examined in
future studies, and individual differences in emotional reac-
tivity to music, personality traits, and music use for affect
regulation purposes, should be measured. For example,
individuals who are more emotionally stable and conscien-
tious may be more likely to be unaffected by content they
do not enjoy, even if the MV depicts an interpretation of

the music that is contrary to their own personal
interpretation.

Conclusions

The IARR framework provides new insight on the key char-
acteristics of MV experiences.

e Intentions describe motivations for watching MVs.
Internal goals include emotional or cognitive
needs, such as to regulate affective states or to
learn more about the meaning behind or production
of the music, whereas External goals reflect experi-
ences motivated by other people and the media.

e MV experiences absorb attention and influence
affective reactions through their use of aesthetic
imagery. While storylines and narrative content
(Semantic features) were frequently mentioned, par-
ticipants were also attending to how well the visuals
and music complemented each other (Structural fea-
tures), even in the absence of a narrative.

e MVs can evoke strong affective reactions and
promote mechanisms such as emotional contagion.
However, MVs can also distract from or hinder lis-
tener enjoyment of the music in the event they are
perceived as being poorly made or violate the listen-
er’s expectations about the meaning of the music.

e The Retention level highlights how MV content is
remembered and associated with the music in
future listens, changing how the music’s meaning
and affective quality are perceived. In addition, par-
ticipants reported that images from the MV were
recalled, seemingly automatically, as visual mental
imagery in subsequent listens, even if no other
change in perception occurred.

This study found that MVs can enhance enjoyment of the
music when the video features elements that give the
song more depth, such as narrative components or
imagery which make its emotional tone more salient.
However, MVs can also hinder the experience of the
music in the cases where the individual’s personal interpre-
tation of the music is incongruent with what is depicted in
the video. The question of whether MVs enhance or hinder
the perception and enjoyment of music, which was previ-
ously raised by Boltz (2013), does not have a simple
answer: it depends on a range of personal, musical, and
visual factors which could not be controlled in the present
study.

The TARR framework complements previous research
concerning the psychological function of music and the cog-
nitive processes that occur when music is paired with visual
information in a modern and popular listening context. It pro-
vides novel insight into how malleable and nuanced music
listening outcomes can be, and the factors which contribute
to this fluctuation. The study shows how new associations
made possible by extra-musical sources such as MVs
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influence the perception of musical meaning, as well as how
affective outcomes to music may change as a result. Our
results are also in line with Sun and Lull’s study (1986).
Despite these studies being conducted three decades apart
from each other, the reasons for watching MVs and the per-
ceptual effects they impose have remained consistent. We
believe that future research needs to consider MVs and
other visual presentations of music, especially considering
the new methods of music listening currently available, to
better understand how listening outcomes change over time.

While the IARR framework and its findings are novel, it is
also a synthesis of existing models; it highlights the ways in
which current models of multimedia and music perception
complement each other in the context of MV experiences.
For example, CAM provides a theoretical understanding of
how music influences the interpretation of film, including
how music directs attention to features in the video, and the
interactions that occur as information stored in the viewer-
listener’s long-term memory interacts with working
memory when processing the events in multimedia (Cohen,
2005). In the context of multimedia consumed as part of per-
sonal music listening experiences — including MV experi-
ences — this interaction is especially nuanced, since the
individual may have already established their own associa-
tions with the music, particularly in the case where the MV
is for a favourite song or by a preferred artist. These findings
are also in line with Cook’s (1998) contest model of musical
multimedia, which emphasizes how media is received by the
viewer. The component media within the MV all contain their
own sources of meaning; they are, as Cook suggests, “vying
for the same terrain, each attempting to impose its own char-
acteristics upon the other” (1998, p. 103). This contest is even
evident at the Intention level, since it was frequently stated
that understanding the meaning of the music was a significant
factor motivating the individual to watch the MV in the first
place. On the other hand, individuals who did not want to
have their personal associations or perceptions of the
music’s meaning deconstructed stated they would avoid
MVs for songs that were deeply personal to avoid conflicting
meanings. Contest, however, is not the only model that
applies to MV experiences, as many cases provided insight
into how the music and the video complemented each
other, and the impact this had on their reactions. According
to one participant, the video (P16): “makes an already power-
ful moment in the song even more intense”. In cases where
the meaning is in line with the individual’s associated
meaning, this complementation can result in a salient affec-
tive reaction, as another participant describes (P25): “I cried
at a lot of parts while watching it. Everything about it was
SO in line with the things I’d already felt when listening to
the music alone that it enhanced it so much beyond the
sum of its parts [sic].” However, if the MV provides
context about the meaning of the music that is not in line
with the listener’s initial personal interpretation or associa-
tions with the music, a negative affective response may
occur. Our results suggest that when an MV is not in line
with the listener’s initial interpretation of the music’s

meaning, the song can potentially become less impactful or
even ruined for them in future listens as they try to “erase”
the MV from their brain. However, as one participant
asserts (P25): “This is not always possible.” On the other
hand, if the MV is not in accordance with their original inter-
pretation but depicts content that the individual finds impact-
ful or profound, the MV can have positive consequences on
future listening experiences.

The increase in positive associations is in line with
spreading activation theory, which posits that aesthetic
pleasure from music listening occurs as a network of
mental representations associated with the music become
activated (Schubert et al., 2014). Mental representations
are also responsible for the mechanisms behind music-
evoked emotions (Juslin, 2013), and while research has
studied intersections between BRECVEMA mechanisms
and spreading activation (see Volker, 2021), more research
should be done which considers how different theoretical
models intersect or complement each other across diverse
listening contexts.

While the results are novel and interesting, there are lim-
itations to address. The online questionnaire design meant
that the data were limited to the amount of detail provided
by the participants: since the researcher was not present
while the participant filled out the questionnaire, it was
not possible to follow-up or ask the participant to elaborate
on their descriptions. Some participants provided longer
and more detailed descriptions than others. The results
may have also been biased towards positive experiences
with MVs given that they were asked to watch an MV
they were familiar with and enjoyed prior to filling out
the questionnaire. While some participants may have still
provided data concerning their experiences with MVs
they did not enjoy, this was not the case for all participants.
Furthermore, we did not investigate the role of individual
differences, such as musical engagement, preferences or
background in the present analysis, and the small sample
size was unsuitable for quantitative analysis. In addition,
since some participants provided details about their experi-
ence with more than one MV (and not just the one they
watched prior to doing the questionnaire), it was not possi-
ble to reliably ascertain whether there was an association
with specific Intention factors leading to certain experiences
or Retention outcomes.

The IARR framework is meant to provide a starting point
for future research on the topic by providing insight into what
variables or phenomena need to be considered and accounted
for in study designs examining MV experiences and their
effects. Furthermore, future studies should consider the role
of individual differences in personality, emotional health
and musical engagement behaviour in order to establish
when and for whom MV experiences elicit what kinds of out-
comes, and under what conditions. The use of more quanti-
tative methodologies, such as surveys or experimental
designs using control measures, can be used to explore rela-
tionships between categories at each temporal level and the
potential relationships between experience patterns, MV
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listening outcomes, and individual differences. In addition, a
larger sample which includes participants from more diverse
backgrounds is necessary.

While not every song on an album has an MV, the impor-
tance of visuals and their influence on listening outcomes is
not limited to these types of experiences. For example,
Spotify’s Canvas feature allows artists to upload 3- to 8-s
videos, including clips from MVs, that loop while a song
is playing, and full MVs are available for Premium
account holders in many countries, highlighting the indus-
try’s push to make visual content more available for music
consumers. These platforms are also starting to include
videos with the lyrics of the song, another media component
which may influence the perception of the music. Music psy-
chology research needs to consider these current trends and
their influence on music listening behaviour, affective out-
comes, and the perception of music in general. A continuous
effort needs to be made in updating or expanding relevant
theoretical models to reflect modern listening trends and
their impact on music’s psychological functions and overlaps
between theoretical models need to be considered and
explored.

Action Editor

Isabel Martinez, Universidad Nacional de La Plata, Facultad de
Bellas Artes.

Peer Review

David Ireland, University of Leeds, School of Music.
Annabel Cohen, University of Prince Edward Island, Department
of Psychology.

Contributorship

JDW researched literature, JDW and SS conceived and designed the
study. JDW wrote the first draft of the manuscript. All authors
reviewed and edited the manuscript and approved the final version.

Data Availability

Anonymized versions of the data may be obtained by request by
contacting the corresponding author.

Declaration of Conflicting Interests

The author(s) declared no potential conflicts of interest with respect
to the research, authorship, and/or publication of this article.

Funding

The author(s) disclosed receipt of the following financial support
for the research, authorship, and/or publication of this article:
This study was supported by the Academy of Finland (project
number 346210) and the University of Jyviskyld’s Department
of Music, Arts and Culture Studies.

ORCID iDs

Johanna N. Dasovich-Wilson
1130-5507
Suvi Saarikallio

https:/orcid.org/0000-0003-

https:/orcid.org/0000-0002-4647-8048

Note

1. When MTV first debuted in the United States in 1981, MVs
were aired 24 hours a day, seven days a week, until the
channel was purchased by Viacom Inc. in 1985. MVs were
still aired on MTYV, its sister channels (such as MTV2), and
affiliates (for example, MuchMusic in Canada). Although
changes were made to the channel, it was still primarily MVs
and other musical content (such as live performances) at the
time of Sun and Lull’s study (see Edmond, 2014 for an over-
view of MTV and its content during the 1980s and 1990s).
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Appendix

1. Approximately how many music videos do you
watch on average every week?

2. In what kind of environment, situation, or circum-
stances would you choose to watch a music video
over listening to the music alone?

3. Do you ever re-watch music videos that you enjoy?
If so, how frequently?

4.  Which device do you usually watch music videos
on? (You may select more than one answer for
this question)

5. Laptop/computer

Tablet (e.g., iPad)

7.  Smartphone

53\

8. All of the above
9. Other (please specify)

The following questions are aimed at better understanding
how music videos affect your experience with the music.
You may refer to any music video in your responses; you
are not limited to the video you watched before starting
the questionnaire. Please be as descriptive and honest as
you can.

1. Do you think the video enhances the music listen-
ing experience? Why or why not?

2. Describe your thought processes when watching
music videos. Do you have similar thoughts
when listening to the music alone? If not, how
do they differ?

3. Has the content of a music video ever affected or
changed your interpretation of a song’s meaning?
If yes, is it:

Short term change (only while watching the
video?)

Long term change (every time you listen to the
song)? or somewhere in between? Please describe.

4. Do certain scenes from the music video come to
mind when you are listening to the music on its
own? If yes, please give an example?

5. What kind of emotional outcomes or changes in
mood do you experience when you watch music
videos?

6. Is your emotional reaction to the music greater
when you watch music videos? Or is your emo-
tional reaction greater when you’re only listening
(not watching the video)?

7. Have music videos influenced your perception of
or feelings towards the artist? If so, how?

8. Do you believe music videos have the ability to influ-
ence behaviour, whether in yourself or others? Please
explain.

9. In your opinion, what makes a good music video?

10. Please include any other thoughts, opinions or
feelings that you’d like to add that were not
covered in the questionnaire. You may also
include any feedback you have about the study
here.

11. Please enter your age (in years)

12.  What is your nationality?

13. Please indicate your gender

(Exit page). Thank you for participating in our study!
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Abstract

Streaming music videos (MVs) on social media plat-
forms such as YouTube continues to be a popular
method of music listening (see International Federa-
tion of the Phonographic Industry, 2018). Empirical
research has shown that pairing music with visual
stimuli has a significant influence on how the music
is perceived and remembered in future listening epi-
sodes (Boltz, Ebendorf, & Field, 2009). This suggests
MV experiences may influence subsequent listening
episodes, even when the video is no longer present.
The aim of the study is to investigate MV watching
experiences, particularly addressing the reasons for
choosing this method of listening, the cognitive and
emotional processes that occur during the experi-
ence, and the potential carry-over effects in subse-
quent listening episodes. Qualitative questionnaire
data were collected and personality traits and the use
of music for emotional health were measured using
the TIPI and HUMS scales. Qualitative analysis was
directed at identifying significant themes and causal
relationships in the qualitative data. This analysis re-
vealed that participants often experience changes in
how they perceive the music’s meaning after watching
MVs and that future listening episodes would trigger
visual mental imagery from the MV. The quantitative
analysis revealed that participants with low scores
in the trait emotional stability were more likely to
experience negative long-term changes in how they
perceived the music in subsequent listening episodes.
Furthermore, participants with high scores in an un-
healthy listening style were more likely to experience
long-term effects from the MVs in general. The study
identified several characteristics of MV listening ex-
periences, providing new knowledge about this mod-
ern listening context. The results elaborate on our
understanding of the personal meanings and affective
impacts of everyday music listening.

Introduction

The way we listen to music is changing.
Smartphones and other portable devices have
allowed us to bring music with us virtually any-

where, and streaming services have replaced
vinyl records and CDs due to their accessibility
and massive music libraries. According to the
Music Consumer Insight Report (see Interna-
tional Federation of the Phonographic Industry,
2018) YouTube is currently the most popular
method of streaming music online. This sug-
gests that individuals are more likely to con-
sume music as multimedia such as music videos
(MVs) as opposed to audio-only formats. Re-
search has shown that music has an important
role in young people’s psychological and social
development (Laiho, 2004; Miranda, 2013). The
current study analyses the reasons, emotional
outcomes and carry-over effects of this method
of music listening in youth audiences and their
relationship to certain traits such as personal-
ity and use of music for emotional help in order
to establish a theoretical framework for under-
standing these experiences.

MVs differentiate themselves from other
forms of music listening due to the fact they are
multimedia. Empirical studies which examine
the multi-modal component of music listen-
ing do exist, however, this previous research
has been limited to specific elements such as
performance gesture (Davidson, 1993; Vines,
Krumhansl, Wanderley, Dalca, & Levitin, 2011)
or as they pertain to film music (Boltz, 2004;
Cohen, 2001, 2013; Marshall & Cohen, 1988).
From a psychological perspective, MVs have
mostly been studied in respect to how they in-
fluence behaviour in youth (Sun & Lull, 1986)
and frequently focus on specific demographics
(e.g., Bryant, 2008). Much has changed about
MVs since they first appeared on MTV over
thirty years ago, for example: they have helped
shift the music industry towards a number of
online streams as opposed to record sales, hav-
ing evolved from a means to promote singles to
a source of revenue for record companies (Ed-
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mond, 2014). Furthermore, their availability on
YouTube has allowed audiences to control which
MVs they watch, wherever and whenever they
want. The element of control has been linked
to positive outcomes such as contentment and
motivation, especially on platforms that allow
for personal music collections and curation
(Krause, North, & Hewitt, 2015).

Music listening can be used as a tool for
regulating affect by maintaining positive mood
states or changing negative ones. The GTSM
model proposed by van Goethem and Sloboda
(2011) highlights how music listening activities
succeed in achieving regulation goals by using
music listening as a tactic to engage in affect
regulating strategies such as mental work or sol-
ace, which enable mechanisms such as evoking
memories and mental imagery. Another impor-
tant component to music listening outcomes are
individual differences such as gender, age, and
personality (Saarikallio, Nieminen, & Brattico,
2013; Vuoskoski & Eerola, 2011), listening style
(Chamorro-Premuzic & Furnham, 2007), and
use of music for achieving emotion regulation
goals (Chin & Rickard, 2014; Saarikallio, Gold,
& McFerran, 2015).

MVs are a unique method of listening that
can further our current understanding of ev-
eryday music use for affect regulation. These
listening contexts have been relatively under-
explored, despite their popularity and modern
role in shaping the music industry. The visual
component of MV listening may be an integral
source of information for young viewers, who
use them as a method of social learning (Han-
sen & Hansen, 2000), as well for exploring their
“private self” (Larson, 1995). This multimodal
listening experience may have a significant im-
pact on how the music is perceived, both during
the watching episode and in subsequent audio-
only listens. As a result, MVs have the potential
to influence the way the listener uses the music
for affect regulation purposes in the future.

The Current Study

The study aims to create a framework for
analyzing MV listening experiences and their
relationship to music listening for emotional

Psychology and Music - Interdisciplinary Encounters

health purposes. The study uses questionnaire
data and scale measures (TTPI and HUMS) to
achieve this. The study uses data from a larger
qualitative analysis which aims to create a theo-
retical model for understanding the process of
MV watching over four temporal stages, re-
ferred to as: Intention, Attention, Reaction and
Retention (IARR) (Wilson, Thompson, & Saa-
rikallio, in review). In this framework, Inten-
tion refers to the reasons an individual chose to
watch the MV and what type of goals does aim
to fulfil. Attention and Reaction make up the ex-
perience itself; Attention themes provide insight
into which components of the audio and visual
modalities were the object of focus and whether
the MV distract them from enjoying the music,
and Reaction themes provide insight concerning
how and why MVs elicit an emotional reaction.
The final category, Retention, describes the ways
in which subsequent listening episodes are af-
fected by the MV’s visual information and the
duration of these effects.

Select subcategories from the JARR model
were chosen for the current study’s convergent
analysis on the grounds they provide reliable
insight into the ways in which MVs comple-
ment or hinder the use of music to promote
emotional health and well-being. These subcat-
egories describe participants’ listening goals, the
emotional outcomes they experience, and the

/ IARR Model b / \

Music videos and affect

Intention

regulation
- Contexts &
- Goals
- Medium (smartphone, laptop,
tablet, etc.)
=~ Internal or external
listening goals
Experience
Attention
- Level of
engagement/focus
- Audio or visual
Emotional reactions TIPL +
[ , . HUMS
Reaction Expenencf»appralsal
- Factors for evoked & goal
emotions
- Positive or negative
valence and arousal
Long or short term
Retention effect
- Duration of effect —

- Positive or negative Positive, negative, or

L— no influence
- Perception of meaning
- Perception of affect

L || visual mental imagery (VMI)

Figure 1. The IARR model (Wilson et al., in review)
and the outline of the current study.
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potential carry-over effects on future listening
episodes. To establish a preliminary framework,
these subcategories were transformed into
nominal data; this allows for the triangulation
of both qualitative and quantitative data sets in
order to establish relationships between them.
The IARR model and the current study’s frame-
work are visualized in Figure 1.

Method

Participants

Data were collected from 34 (n = 34) par-
ticipants between the ages of 15 and 27 (M =
22.4). Participants were recruited via social me-
dia (Twitter and Facebook). In order to provide
an incentive for their participation, all partici-
pants who provided a valid email address were
entered into a raffle for an Amazon gift card.
Participants were encouraged to invite friends
to participate. For every friend that participated
the original subject had an extra ballot entered
for the raffle.

Design and Procedure

The study was accessible online via Qual-
trics and took approximately 20-30 minutes
to complete. Participants were first asked to
complete the HUMS and TIPI measures before
they completed the open-ended questionnaire
component. Participants were asked to watch a
MYV they had already seen in order to limit re-
call bias and to include the song title and artist
name or the MVs YouTube link. They were also
informed that they may also refer to other MVs
in their answers as well. In addition to the select-
ed scale measures, four additional Likert-scale
questions were added. Two of these questions
were implemented in order to measure how
much attention the subject attended to the MV,
and whether they found themselves focused on
the music or the visual component. The other
two Likert questions pertained to how much the
MYV affected their mood and in what direction
(positive or negative). The open-ended ques-
tionnaire component was designed in order to
allow for detailed responses. Participants were
encouraged to provide personal opinions and
other details at the end of the study.

137

Qualitative Data and Analysis

The qualitative analysis was directed at un-
covering relationships between patterns of ex-
perience and emotional health and well-being.
An abductive method was chosen for qualita-
tive analysis; this approach encourages the re-
searcher to revisit the phenomenon in question
after exploring and reframing the data from
the perspective of existing theoretical frame-
works (Timmermans & Tavory, 2012). This was
deemed an appropriate method for analysis
since individual concepts of MV watching can
be understood in light of existing theories on
the importance of music during youth and its
role in psychological development, the use of
music for affect regulation, media use, and grat-
ification, and the cognitive encoding of audio-
visual material.

Quantitative Data and Triangulation

The quantitative analysis used two-scale
measures: the first measured personality (TIPI;
Gosling, Rentfrow, & Swann, 2003) and par-
ticipants’ use of music for emotional health and
well-being (HUMS; Saarikallio et al., 2015). In-
dependent sample ¢-tests are conducted on the
transformed nominal data from the qualitative
analysis and individual variables of interest: per-
sonality (TIPI), specifically emotional stability,
and healthy or unhealthy use of music for emo-
tion regulation purposes (HUMS).

Results
Qualitative Findings

Reasons for engagement. Two main cat-
egories were established in the data: internal
and external goals. Internal goals are motivated
by the individual’s psychological needs and are
further subcategorized into emotional and re-
flective reasons. Emotional reasons include re-
ports of the subject watching in order to achieve
some affect related goal, such as relieving bore-
dom or to change their negative emotional state
into a positive one. Reflective reasons consist of
watching the MV in order to better understand
the meaning or interpretation of the music. In-
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dividuals who watched the MV in order to learn
how to play the music or to learn dance chore-
ography were also included in this subcategory.
External goals are influenced by social factors.
These social factors include watching MV's that
were shared with them by friends, or less per-
sonal social influences such as watching MVs
that was hyped in the media or recommended
to them by YouTube. External goals also include
using MVs in order to relate to their favorite

Table 1. Categories for intentions and goals of MV
watching, descriptions and frequencies.

Psychology and Music - Interdisciplinary Encounters

media characters, a phenomenon Kristler, Rod-
gers, Power, Austin, and Hill (2010) referred to
as “parasocial interactions” This form of social
bonding occurs when individuals develop a
perceived relationship with their favorite media
characters, including musicians. Overall, goals
motivated by external goals were reported in 24
cases (70.5%). Internal goals were reported in 23
cases (67.6%). Descriptions and frequencies are
also reported in Table 1. Since some participants
provided more data than others, it was possible
for some individuals to provide codes in both
categories.

Intentions and goals Experience outcomes. Many participants
Category & Themes Example codes fisserted that wh.ether t}'lelr experience he%d any
Frequency influence on their affective state was contingent
ol Wh | on at least one of three key factors: the music,
Emotional: hen [am relax- the video, and their personal interpretation of
ing at night or . . .
To changeor | | - . the music. These contingent factors are found in
s aving an anxiety
maintain the attack. (P34) Table 2.
emotional ’
state During my down- Table 2. Contingent factors for emotions evoked by
time when I'm MVs.
procrastinating ...
Internal (P36) Factors Contingencies
goals o
Reflective: . . Genre, emotional quality, artist,
23 cases I love seeing the Musical familiarit
To cregte‘ DEW 1 music videos to Y
67.6% associations songs Ilove to
with the mu- | (o oy o Portrayal of emotion, presence of sto-
sic ow the y1 Visual ryline or performance gestures, quality
: combine into visual .
of the cinematography
To learn how art. (P24)
to perform or when I am Appraisal of the music (prior to
the music or . watching MV), current affective state,
researching/ learn- Personal .
MYV choreog- ing a song (P36) whether the MV reflects their per-
raphy. sonal interpretation of the music
MV received | Normally I'd only
media hype or | watch the video [if] Participants were categorized as having ex-
is shared by | someone recom- perienced strong affect if they disclosed intense
friends mended it or if T emotional reactions in response to the MV.
. heard someone Individuals who did not experience any signifi-
External For parasocial mention somethin i b y o
goals engagement -] about i g cant emotional outcomes or changes in mood
special about it. were categorized as unimpacted. These two cate-
24 cases (P10) . . -
gories are mutually exclusive: participants could
70.5% I think it helps not provide evidence of strong affect and also be
connect to the unimpacted. However, some participants are not
categorized under either due to lack of data or
artist more and to tegorized under either due to lack of dat
understand what the number of contingencies they report having
the song means to . . .
an effect on their reaction. These categories and
them. (P12)

their frequencies are described in Table 3.
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Table 3. Experience reaction categories, descrip-
tions and frequencies.
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Table 4. Duration and valence of MV effects.

Valence &

Duration
Frequency

Example codes

Positive
58%

Long term

The [MV] is really
powerful and had a
long-lasting impression
on me. Now, every time
I hear the song, I am
reminded of the video
and the message [the
artist] was trying to
convey. (P19)

Ive been basically try-
ing to erase the video

Cat &
ategory Themes Example codes
Frequency
I find it makes
Experiences an already pow-
strong emo- erful moment
Strong tional outcomes | in the song even
affect during MV more intense
episode (P16)
16 cases
Reports that the | ... in general, I
47% video makes the | feel happier and
emotional qual- | more upbeat af-
ity more salient. | ter I watch music
videos (P19).
[My emotional
No salient emo- outcomes are]

. tional outcomes | usually not sig-
Unim- reported. nificant. (P22)
pacted

Reports that the Videos don't
5 cases MV does not | tend to alter my
14.7% elicit the same | mood. The music
emotions as is an important
audio-only. part for me.
(P12)

Duration of effects. Participants asserted
that MVs had the potential to change the way
they perceived or understood the meaning of the
music in the future; however, these were not al-
ways perceived as positive changes. Participants
who asserted that the MV had a negative effect
on future listening episodes were distinguished
from participants who experienced more posi-
tive or neutral outcomes in subsequent listens.
Furthermore, there were eight participants (24%
of cases) who asserted MVs had no significant
impact on how they perceived the music in the
future. As a result, three categories were created:
long term positive, long term negative and un-
affected. These categories are used in the trian-
gulation component in order to examine rela-
tionships between the trait variables of interest
and the duration and valence of MV outcomes.
The criteria for these categories are outlined in
Table 4.

Three particular subsequent outcomes
were distinguished in the data. The first two,
described as a change in perception of affect,

Negative

18% from my brain so I can
(9

love the song the way I
did before... (P25)

Depends on how in
depth the story is but
mostly the song means
what the song means
to me despite what the
video says. (P35)

Neutral

Unaffected 24%

change of meaning and interpretation, were used
to establish whether the individual experienced
salient long-term positive or negative salient
outcomes. Visual mental imagery (VMI) was the
most frequently reported subsequent outcome;
more than three-quarters of the participants re-
ported experiencing this effect, even those who
said the MV had no long-term effects on their
future listening episodes. All three categories
are described in Table 5.

Quantitative Findings and Triangulation

Independent samples ¢-tests, Mann Whitney
u-tests and one-way ANOVA were conducted
in order to establish potential relationships be-
tween the trait variables of interest and categori-
cal data. No statistical analyses were run on the
contingent factors nor were any run on the de-
scriptive categories for subsequent outcomes.
These categories provide key insights into the
type of long-term effects individuals experi-
ence, however, for the purpose of this analysis,
the subsequent outcome categories were used
to establish which participants experienced any
long-term effects and whether that change was

PAM-IE Belgrade 2019 Conference Proceedings



140

Table 5. Descriptive categories for subsequent out-
comes, descriptions, and frequencies.

Subsequent Outcomes

Example
Category Themes codes
The emotional
quality of the
music is per-
ceived differ- [t made me
. feel the song
. ently in subse- .
Perception of . has heavier
quent listens.
affect and more

This outcome
often effects the
subject’s subse-

quent reasons

for listening.

intense than
before. (P25)

Now, every
time I hear the
song, I am re-
minded of the
video and the

Visual informa-
tion from MV
created new

Meaning and | associations that

interpretation | changed the way | message that
the meaning [the artist]
of the musicis | was trying to
understood portray in the
video. (P19)
The music trig-
gers memories |, every
of visual scenes . .
time I listen
from the MV.
. to the song
This memory o
. . and it hits a
Visual men- recall manifests o
. certain point
tal imagery as general the-
. that scene and
(VMI) matic imagery

the movement

or specific always replays
scenes triggered | . Vs replay
. in my head.
by specific mo-
. (P4)
ments in the
music.

perceived as positive or negative. For example, if
a subject experienced a change in interpretation
of the musics meaning in subsequent listen-
ing episodes, this was considered a long-term
change. If the subject stated they disliked being
reminded of the MV in their subsequent lis-
tening episodes, it was considered a long-term
negative change. This was more suitable for the
study’s objective: to establish potential relation-
ships between the duration and valence of MV

Psychology and Music - Interdisciplinary Encounters

effects and individual traits related to the emo-
tional use of music.

Independent samples t-tests reported a
significant difference in unhealthy listening
scores, where individuals who reported exter-
nally motivated goals for MV engagement had
lower scores for unhealthy use (M = 12.9, SD
= 4.13) compared to those who did not report
these incentives for watching (M = 19.5, SD =
3.27): t(32) = -4.48, p < .001. Furthermore, in-
dividuals watching to achieve these goals had
higher scores in emotional stability (M = 4.88,
SD = 1.35) compared to those who did not (M
=34, SD = 1.45): #(32) = 2.85, p = .008. No sig-
nificant relationships were observed for internal
goals for watching and scale measures. All ¢-test
data for internal and external goals are found in
Table 6.

Table 6. T-test and U-test data for Internal and Ex-
ternal goals.

Internal External
T P t p
Healthy 94.0" 235 0.09 926
Unhealthy | -0.27 79 -4.48 | <.001™
Emotional A o
Stability 111.5 .59 2.85 .008

*p <.05, ** p < .017 (Bonferroni correction),
AMann-Whitney (all others ¢-test)

Experience outcomes were also significantly
related to unhealthy listening scores, depend-
ing on if the subject experienced strong affect
in response to the MV or were unimpacted. Ac-
cording to the independent sample t-test data,
higher scores in unhealthy listening style were
significantly related to strong affect (M = 17.2,
SD = 4.26) compared to individuals who did not
experience significant emotional responses (M
= 12.8, SD = 4.58): #(32) = 2.89, p = .007. Un-
healthy scores were also significantly lower for
unimpacted individuals (Md = 9.0) compared to
those who were uncertain or experienced strong
emotions in response to the MV (Md = 15.86):
U = 12.5, p = .004. Experience outcomes are re-
ported in Table 7.
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Table 7. T-test and U-test data for Experience Out-
comes.

Strong Affect Unimpacted
t P t P
Healthy 0.092 93 -0.80 926
Unhealthy 2.89 007** | 12.58 | .004**
Emotional
- A
Stability 1.52 .14 47.5 23

* p <.05, ** p <.017 (Bonferroni correction),
AMann-Whitney (all others t-test)

An independent samples ¢-test revealed that
long-term outcomes, regardless of whether they
were perceived as positive or negative, were sig-
nificantly related to higher unhealthy use scores
(M = 16.0, SD = 4.8) compared to individuals
who did not experience long-term outcomes (M
=12.2, SD = 4.27): £(31) = 2.09, p = .044. T-tests
also revealed that individuals who experienced
long term outcomes were significantly related
to lower scores in the trait emotional stability
(M = 4.04, SD = 1.43) compared to those who
did not, (M = 5.56, SD = 1.31),: #(31) = -2.77, p
=.009. A one-way ANOVA revealed a signifi-
cant effect of long-term outcome on emotional
stability scores, F(2,30) = 5.56, p = .009. Tukey
post-hoc comparisons revealed that those with
no long-term outcomes (unaffected) (M = 5.81,
SD = 1.36) had significantly higher emotional
stability scores than both positive (M = 4.13, SD
=1.36) and negative (M = 3.67, SD = 1.13) long-
term outcome groups. No significant effects
were found for healthy or unhealthy scores.

Conclusion

The aim of the study was to establish a pre-
liminary framework for understanding young
people’s experiences with MV media and its
relationship to the use of music for emotional
health. The study uses categorical outcomes out-
lined in the IARR framework (Wilson et al., in
review) which provides new insight concerning
the types of goals this method of music listening
may accomplish, the emotional reactions they
elicit, and the carry-over effects they impose on
subsequent listening episodes.

The findings from this study suggest that MV
watching is more than a form of music listening:

141

it is also a form of social media engagement. For
some participants, MV watching was instigated
not by an interest in the music or the artist or
personal psychological goals, but external fac-
tors such as social media sharing, general media
hype or feuds between artists. This finding also
reflects an important paradigm shift in modern
music listening, where an artist’s success can be
measured by a number of views their songs have
on YouTube rather than albums sold. As a re-
sult, the line separating music listening from so-
cial media activities is becoming blurred. These
external goals were significantly related to lower
scores in unhealthy listening styles and higher
scores in the trait of emotional stability, whereas
no such relationships were observed for internal
goals. The relationship between these measures
and external goals may be indicative of the in-
dividual using MVs to feel connected to oth-
ers, such as their peers. Participants who used
MVs to achieve such goals frequently reported
sharing their favorite MVs with their friends,
sometimes watching them together. Previous
research has suggested that music listening for
the purpose of feeling socially connected to
one’s peers may have negative impacts on well-
being when music replaces real friends (Chin &
Rickard, 2014; Laiho, 2004) or when the indi-
vidual suppresses their thoughts and feelings in
order to feel connected with their peers (Chin
& Rickard, 2014). Individuals who disclosed
external reasons for watching may not neces-
sarily be watching MVs for songs by favorite
artists, instead of watching in order to be in on
the “hype”. This reflects a different kind of social
connectedness through music that differentiates
itself from previously identified social functions
such as identity formation and peer-group iden-
tification (Laiho, 2004; Larson, 1995; North &
Hargreaves, 1999).

The findings from the experience and sub-
sequent outcome levels can provide a useful
foundation for future research examining the
links between emotional health and MV mu-
sic listening during youth. The study finds evi-
dence that stronger emotional outcomes (strong
affect) in response to MVs were significantly
related to higher scores in unhealthy listening
styles, whereas individuals who experienced no
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significant emotional outcomes (unimpacted)
had significantly lower scores in unhealthy lis-
tening styles. Future research can benefit from
using scales which specifically measure emotion
regulation tendencies (i.e. Emotion Regulation
Questionnaire; Gross & John, 2003) and use of
music for mood regulation (i.e. Music for Mood
Regulation Scale; Saarikallio & Erkkild, 2007)
in order to establish the relationship between
outcomes from MYV listening experiences and
both musical and non-musical affect regulation
strategies.

Future research should investigate whether
traits such as empathy are a factor mediating
these experiences, particularly when they are
used for parasocial engagement. Whether these
perceived relationships have a positive or nega-
tive influence on the use of music for emotional
well-being is especially relevant during MV
listening experiences based on the finding that
participants frequently engage with this media
in order to connect to their favourite artists.

The study identifies ways in which MVs
modify future listening experiences by directly
influencing mechanisms for music-evoked emo-
tion and affect regulation. Visual mental imag-
ery (VMI) has been identified as an underlying
mechanism for music-evoked emotions (Juslin,
2013; Juslin, Harmat, & Eerola, 2014; Juslin &
Vistfjéll, 2008), however, there has been no re-
search to date which analyses how visual repre-
sentations of the music (such as MVs) influence
this mechanism. VMI was the most frequently
reported subsequent outcome, where images
from the video were triggered automatically and
often unintentionally. There also appears to be
a link between this mechanism and scenes de-
picting human movement, such as performance
gestures and choreographed movement. This
finding may be particularly relevant for research
on embodied cognition in music or neurol-
ogy studies investigating mirror neuron systems
(Overy & Molnar-Szakacs, 2009). Furthermore,
the study highlights the ways in which multi-
modal listening experiences can change the way
music is used to regulate affect, during the ex-
perience as well as in the future. For example,
some participants suggested the MV allowed
them to be more absorbed in the music than if
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they were only listening to the audio since the
visual component made the listening experience
less passive and more engaging.

The study successfully highlights the cog-
nitive and emotional processes involved dur-
ing MV listening episodes, however, there are
limitations to address. The online questionnaire
component was beneficial in that participants
were able to complete the study in an environ-
ment where they would usually engage with
MVs, however, this also meant that there was
no interviewer who could follow up or ask for
more detail in the event a subject provided in-
teresting details about their experience. Some
participants provided more details than others,
in some cases even providing details of more
than one MV experience. For example, if a sub-
ject provided internal and external goals for MV
watching and several potential subsequent out-
comes, there was no way of establishing which
outcomes were related to which initial reasons
or goals the experience was meant to accom-
plish.

Overall, the current study is an important
contribution to our knowledge of modern mu-
sic listening, which today often occurs in the
context of MV watching. Music psychological
knowledge on music listening needs to be kept
updated, taking these new contexts into account
and we Dbelieve this study to be an important
pioneering step in this endeavor.
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Abstract

Music videos are a popular method of consuming music; however, the characteristics of these
experiences and their effects on music perception are poorly understood. An online survey (N=155)
was designed using theoretical insight from Dasovich-Wilson et al.’s (2022) Intention Attention
Reaction and Retention (IARR) framework. The survey consisted of two parts: the first explored the
key characteristics of music video experiences, and the second explored their effects on subsequent
listening outcomes. Separate principal component analyses (PCAs) were performed on each part to
differentiate between the experience itself (Experience components) and the effects on subsequent
listens (Retention outcomes). Relationships between Experience components and Retention
outcomes were explored using correlation and regression analyses. The results suggest that music
video experiences characterized by performance gestures and narratives have the strongest influence
on music perception. These findings shed light on how extramusical information from music videos
influences mechanisms related to visual imagery and personal associations.

Keywords

audio-visual, perception, meaning, music videos, principal components analysis

Music videos have been a part of mainstream music culture for more than four decades.
Originally intended as a marketing tool for record companies to promote new albums, this form
of post-modern art became a cultural phenomenon popular among youth (Aufderheide, 1986);
its nonlinear, non-narrative structure was seen as a reflection of the superficial and hedonic
culture from which it emerged (Fiske, 1986). Today, music videos function not only as a
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promotional tool but as a revenue stream in their own right. Short, self-contained, and open to
interpretation, music videos are an ideal format during the internet age where new content is
always in demand (Edmond, 2014). Whether available on music channels such as MTV or
accessed on modern streaming platforms such as YouTube, they stand out as a popular method
of consuming musical multimedia. However, the characteristics and effects of music video
experiences have been largely overlooked in music psychology research.

A recent study by Dasovich-Wilson et al. (2022) proposed a framework for conceptualizing
the psychological functions and effects of music video experiences. The purpose of this frame-
work was to address this gap in music psychology research and provide a foundation for future
research exploring the topic. In their study, qualitative data from 34 adolescents and young
adults were collected and analyzed using an abductive grounded theory approach (see
Charmaz, 2006). The resulting framework categorized music video experience-related phe-
nomena across temporal levels: intention, attention, reaction, and retention (IARR). Thematic
categories within each level provided insight into participants’ reasons for watching, how the
visual and musical content influence attention, the affective outcomes they evoke, and their
influence on subsequent hearings. The categories in the retention level of the IARR reflect how
perceptual phenomena that occur during the initial experience affect the perception of musi-
cal meaning, which can have an influence on subsequent listening outcomes. Dasovich-
Wilson and colleagues concluded that extramusical information from music videos—including
narrative content, visual effects, dance, and performance gestures—affects what the listener
associates with the music. These associations can have a long-term influence on how the lis-
tener perceives a song’s meaning and/or affective quality in subsequent listens. However, the
IARR did not consider the relationships between conceptual categories, either within or across
temporal levels.

The current study uses conceptual insight from the IARR framework to explore the charac-
teristics of music video experiences and their effects on subsequent hearings using quantitative
methods. The topic of music videos (and music multimedia in general) is especially relevant in
today’s music listening and multimedia climate, where music media is easily accessible from
virtually anywhere at any time. To address this phenomenon, we highlight existing research on
the functions of music and music videos and current theories of audio-visual perception.

The function of music in an information age

Music has been widely recognized for its ability to fulfill psychological goals which can be
reduced to three dimensions: cognitive, affect-regulation, and social relatedness (Hargreaves &
North, 1999; Rentfrow, 2012; T. Schéfer et al., 2013). These functions also apply to music
video experiences. According to Sun and Lull (1986), youth watch music videos to better
understand the meaning of their favorite songs as well as for emotion regulation, to pass the
time, as part of social interactions and for social learning purposes—a finding which has also
been supported in recent studies (Dasovich-Wilson et al., 2022; Wilson et al., 2020). Music
video experiences, however, have evolved in recent years, in part due to concepts such as what
is “trending” on social media platforms—a phenomenon that did not exist at the time of Sun
and Lull’s study. T. Schifer et al. (2013) posited that the social function of music is less impor-
tant compared to its cognitive and affect-regulating functions. They suggested this reflects
Western ideals that emphasize the importance of individuality: “self~-acknowledgement and well-
being appear to be more highly valued than social relationships and relatedness (p. 7).” Schéfer and
colleagues could not have predicted that social media and audio-visual platforms such as
YouTube would become as commonplace as they have in recent years. These platforms have
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become important methods of consuming, engaging with, and sharing music media. Schéfer
and colleagues rightly pointed out the importance of self-acknowledgment and well-being.
However, current trends in music engagement (including the platforms on which they occur)
seem to more strongly suggest that music’s social function has evolved.

Social media and streaming platforms like YouTube have contributed to this evolution. This
has implications for music’s cognitive and affect-regulation functions by virtue of the fact peo-
ple may spend a lot of time engaging with these platforms: using them to cultivate their own
sense of self, change their affective state, or both. However, the strongest contributor affecting
these functions is the wealth of extramusical information they provide. For music videos, this
comes in the form of visual content. The extent to which this information influences the per-
ception of the music—and by extension, its function—is an important question that remains
unanswered. Understanding how an individual processes and uses that information is a key
step toward answering it, and the social component from which this information is accessed
cannot be ignored.

Extramusical associations provide a cognitive explanation as to how listeners’ thoughts
and meanings about the outside world, such as personal memories and other associated con-
cepts, contribute to their experience of music (Meyer, 1956). Many of the mechanisms of
music-evoked emotion (BRECVEMA; see Juslin et al., 2014; Juslin & Vistfjill, 2008) are
grounded in the experience and associations of the listener as well, including musical expec-
tancy, episodic memory, and visual mental imagery. Associated meanings in the form of per-
sonal memories can trigger mechanisms such as episodic memory (Juslin & Vistfjill, 2008),
resulting in emotional outcomes such as nostalgia (Barrett et al., 2010). Extramusical mean-
ing can occur as a result of perceived shared experiences the listener has with the artist (K.
Schéifer & Eerola, 2020), fostering parasocial relationships, especially among youth
(Greenwood & Long, 2009; Kistler et al., 2010). These shared personal meanings can promote
affect regulation through strategies such as solace (Saarikallio & Erkkild, 2007), providing
consolation for the listener during hard times (ter Bogt et al., 2017). However, for an individ-
ual whose musical engagement style indicates poorer emotional health and well-being (see
Saarikallio et al., 2015), watching a music video for songs with deeply personal meanings
attributed to them only to find out the “true” meaning of the song from the perspective of the
artist can have potentially devastating consequences if those two meanings are in conflict
with each other (Dasovich-Wilson et al., 2022).

Music’s function depends on the individual, their relationship with music, and the context
where the listening event takes place. Not all individuals place the same importance on music,
and individuals who engage with music more often are more likely to use it to fulfill several
functions simultaneously (Greasley & Lamont, 2011). Music videos can potentially change the
type of associations attributed to a piece of music, which may affect its utility in fulfilling cer-
tain functions, for better or worse. Research that explores the cognitive mechanisms that make
this possible will provide more insight into how the affective impact of music video content can
manifest itself in subsequent listening experiences, even when the visual component is no
longer present.

Audio-visual interactions and music perception

To understand how music videos can contribute to the experience of music, audio-visual inter-
actions and their influence on cognition need to be considered. In film contexts, music can help
establish mood, clarify the emotional meaning of a scene, and provide insight into the
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motivations behind the characters’ behavior (Cohen, 2001, 2013). According to Cohen’s
Congruence-Association Model (CAM; Cohen, 2001, 2013; Marshall & Cohen, 1988), the
audience’s attention is guided by shared structural congruencies between the audio and visual
modalities, in line with the Gestalt principle of grouping by similarity. Visual elements that are
temporally aligned with the music become the object of focus, and inferences about the emo-
tional meaning of the scene are generated based on the viewer’s past experiences. This top-
down process of searching for information matching the emotional information of the music to
the semantic elements of the film helps the audience establish an interpretation of film events.
When the film'’s content is ambiguous, music has a polarizing effect: The emotional quality of
the music is applied to the ambiguous content, which influences how the viewer understands
the film’s plot (Bullerjahn & Giildenring, 1994).

Cognitive schemas, which are cognitive networks created from past experiences that rep-
resent knowledge about concepts or other stimuli, their attributes, and the relationships
between those attributes stored in long-term memory (Sakamoto & Love, 2004 ), may serve as
an explanation for how long-term memory is activated in CAM (Shevy, 2008). A network of
cognitive schemas stored in long-term memory is activated depending on the individual who
is listening, the context where the listening event is taking place, and the features of the
music. This “spreading activation” has been suggested as an underlying cognitive mechanism
responsible for the role of familiarity in establishing musical preference (Schubert et al.,
2014). In the case of musical multimedia, information about the meaning of the music, the
character’s actions, and perceived congruencies between the audio and the visual channels
provide an opportunity for new associations to form. Spreading activation posits that as
familiarity increases more associations are formed, making the music more enjoyable.
However, spreading activation occurs at an unconscious level: The listener is not necessarily
aware that they are making these connections (unless they are consciously trying to do so).
For example, in a study by Strobin et al. (2015), the genre of the music that played during a
film trailer influenced participants’ expectations of the feelings that would be expressed in
the film. Furthermore, they found that the genre of the music played in the trailer influenced
expectations of the film’s genre. The music, however, was not an important factor in deter-
mining whether they would go to see the film. This may be because the function of the music
in this scenario is to fit with the content of the movie and to clarify the characteristics of the
film (genre, events, and semantic quality), whereas music in music video contexts has a
potentially more important psychological function that reflects the specific needs of the
individual.

Unlike the influence of music in film trailer contexts, however, associations with visual
material may be too intrusive to be subconscious in music video experience contexts. The most
extreme example of this would be cases where hearing a song triggers mental imagery of the
music video in subsequent listening episodes (Dasovich-Wilson et al., 2022). Joint encoding is
a possible explanation for this phenomenon: when the music and video are perceived as mood-
congruent (e.g., two individuals getting into a physical fight accompanied by angry music),
information from both channels is integrated to form a single, audio-visual memory code (Boltz,
2004). This may explain why visual mental imagery from the video was a common occurrence
in Dasovich-Wilson's study, even in the absence of any other perceptual changes.

A large body of research has investigated how extramusical information influences music
listening experiences in both personal music listening and multimedia contexts. Despite this,
music video experiences have not yet been adequately explored. This lack of previous research
establishes the need and motivation for the current study.
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Objectives

The current study explores the relationship between conceptual categories within the IARR
framework using quantitative methods to establish the key components of music video experi-
ences (i.e., intention, attention, and reaction level categories) and their influence on subsequent
outcomes (i.e., retention level categories). The study investigates two research questions:

What are the key characteristics of music video experiences (Experience
components) and their carry-over effects (Retention outcomes)?

Because the study was designed using Dasovich-Wilson et al.’s (2022) framework as a starting
point, Experience components should reflect themes such as engaging with narrative content,
seeing the artist perform, for emotion regulation purposes, and as part of social media engage-
ment. We expect Retention outcomes to reflect how visual and personal associations with the
music change after having seen the music video.

How are Experience components related to Retention outcomes?

This second question is exploratory; however, we expect the strongest predictors for Retention
outcomes to be experiences that emphasize visual content such as narratives outlining the
meaning of the music and/or lyrics, and performance gestures (musical playing or dance).

Methodology

Participants

Participants were recruited via the authors’ university email lists, Twitter, and Survey Circle
(www.surveycircle.com). The first 25 participants were given an Amazon voucher valued at
€5. No other compensation was provided; however, all participants who completed the survey
and provided a valid email address were entered in a raffle to win one of two Amazon gift cards
(value of €25). Participants who did not complete the entire survey were removed for analysis,
as well as three participants who filled out the same answer for each question. The final sample
consisted of 155 participants between the ages of 15 and 44 (M=27.3, SD=5.8); 66% of the
sample were female and 62.3% were currently living in a European Union (EU) country. The
most frequently observed nationality was German (12.25% of cases), followed by British
(11.6%), Finnish (11.6%), and French (9.67%). Most participants identified as music-loving
non-musicians (44.5%; a full breakdown of participants’ nationalities and musical back-
grounds can be found in the Supplementary Data file).

Questionnaire

Participants provided questionnaire data concerning their experiences with music videos using
a 5-point Likert scale (1 =disagree strongly, 5 =agree strongly). The items were designed using
the qualitative categories from Dasovich-Wilson et al.’s (2022) TARR framework as a starting
point. The items reflecting these qualitative categories were organized in two parts. The first
part contained items describing the main categories of the intention, attention, and reaction
levels of the IARR framework. Intention items describe the cognitive and emotional goals that
motivated music video engagement, as well as social influences such as peers, as well as social
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media platform use. The attention level reflects the structural and semantic content of the
music video to gain insight into the type of content that would absorb attention. The reaction
level reflects the type of affective outcomes that occur during and immediately following the
music video experience, such as a boost in energy, as well as emotional processes that occur as
aresult of mechanisms such as empathy and contagion. Items from the intention level subcat-
egories were labeled as cognitive (C), emotional (E), and social (S), and items derived from the
attention and reaction levels were labeled A and R, respectively (see Table 1). Additional infor-
mation concerning subcategories (e.g., interpretation-focused or affect-focused at the attention
level) was not considered necessary for the purpose of this study.

The second set of items explored the potential carry-over effects music videos would
impose on their subsequent music-listening experiences. These items were based on the
three retention-level categories in the TARR: (1) visual mental imagery, which reflects how
content from the music video was recalled as in subsequent listens; (2) new interpretation of
meaning, which reflects a change in understanding of the music’s meaning as a result of the
video’s semantic information, and (3) new affect perception, which reflects a change in affec-
tive reactions, whether it be a different emotional response to the song or different appraisal.
Retention-level items were also labeled according to the IARR thematic categories they were
derived from (see Table 2).

To provide situational context to the experiences, nominal and categorical data were col-
lected concerning the locations where music video experiences occur, whether they prefer to
watch music videos alone or with others, and the devices they used were also collected in the
questionnaire. This information is available in the Supplementary Data.

Procedure

The study was hosted online via the webropol survey platform. Participants indicated their con-
sent to participate on the opening page, which also detailed the study’s purpose and instruc-
tions. Because the study did not put participants at any risk and participation was entirely
voluntary, ethics approval was not required from the researchers’ host institution according to
the guidelines of the Finnish National Board on Research Integrity.! Once participants com-
pleted the survey, they were given the option to provide their email to participate in the prize
draw.

Results
Preliminary analysis

In total, two principal component analyses (PCAs) were performed. Components with an
eigenvalue above 1.0 were retained and sampling adequacy was evaluated using the Kaiser-
Meyer-Olkin (KMO < .60; Kaiser, 1974). The first PCA was conducted to reduce the dimen-
sionality of items at the Intention and Experience level (referred to as Experience
components for the rest of the article), whereas the second PCA reduced the dimensional-
ity of items at the Retention level (R1). Promax rotation was used to increase the interpret-
ability of the loadings because correlations between components are expected. Once
components were established, correlations were performed to investigate the relationship
between Experience components and Retention outcomes. Linear regressions were per-
formed to establish which Experience components were the strongest predictors for each
Retention outcome (R2).



Table I. Principal Component Structure for Experience Items.
Item M (SD) PC1 PC2 PC3 pPCc4 PC5 PC6  PC7
Int7 I watch music videos that are like short films and have 3.51(1.15) 0.51 0.51 0.43
storylines (C)
Int6 I watch music videos to see the artist’s interpretation of the 3.53(1.18) 0.50 0.52 0.61
music (C)
Int5 I watch music videos to gain more insight about the meaning of  3.46 (1.17) 0.81
the music and/or lyrics (C)
Int8 I watch music videos to reflect on the content of the music/ 3.35(1.22) 0.42 0.69
lyrics (C)
Int14 I watch music videos to see the artist and how they perform the 3.79(1.14) 0.67 0.46
music (C)
Int9 I watch music videos to experience the music differently thanifI ~ 3.63(1.19)  0.48 0.64 045
were only listening (C)
Intl3 I watch music videos to watch and/or learn dance moves and 2.53(1.32) 0.62
choreography (C)
Intl I watch music videos when I am bored have and nothing to 3.43(1.18) 0.62 047
do (E)
Int2 I watch music videos when I need a boost of energy and 3.40(1.26) 0.58 042 0.65
motivation (E)
Int3 I watch music videos to distract myself when I am in a bad mood  3.28 (1.21) 0.8
or negative emotional state (E)
Int4 I watch music videos to help me relax and unwind (E) 3.50(1.22)  0.40 0.48 0.69
Int11 I watch music videos that are hyped in the media and have a 3.23(1.19) 0.72
reputation for something (S)
Int10 I watch music videos as part of social activities with friends (S) 3.05(1.33) 0.60
Intl2 I watch music videos when YouTube recommends them tome or 3.22 (1.12) 0.72
auto-plays them (S)
Exp7 I enjoy music videos that tell a story (A) 3.94(1.06) 0.77
Exp8 I enjoy music videos that show an alternative interpretation of 3.52(0.97) 0.71 0.40
the music and is different from my own interpretation (A)
Expll I enjoy music videos that contain special effects and engaging 3.65(1.07) 0.71 0.41 0.43

cinematography (A)

(Continued)
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Table I. (Continued)

Item M (SD) PC1 PC2 PC3 PC4 PC5 PC6 PC7
Exp10 I enjoy music videos that are ambiguous and open-ended (A) 3.35(1.05) 0.66 0.40
Expl2 I enjoy music videos that are visually interesting and 3.97(0.96) 0.59 0.55 0.41
conceptual art (A)
Expl5 I enjoy music videos that are recordings of live performances (A)  3.30(1.26) 0.70
Expl3 I enjoy music videos that highlight the music’s features in 3.95(0.99) 0.54 0.68
creative ways (A)
Exp6 I enjoy music videos that show an interpretation of the music 3.44(0.99) 0.45 0.73
that is similar to my own personal interpretation (A)
Exp9 I enjoy music videos that highlight the meaning of the lyricsand  3.66 (1.02) 0.42 0.67
clarify their true meaning (A)
Expl4 I enjoy music videos that contain dance, choreography (A) 3.49(1.19) 0.52 0.45 0.43 0.59 043
Expl6 I enjoy music videos that contain clips of the artist performing 3.48 (1.05) 0.53 0.57
but are not live recordings (A)
Expl The emotional quality of the music video defines my emotional 3.37(1.07) 0.65
reaction (R)
Exp2 Music videos can motivate me or energize me, and give me a 3.57(1.01) 0.72 044 0.45 0.40 0.41
boost of energy (R)
Exp3 Music videos can elicit strong emotional reactions in me (R) 3.72(1.05) 0.50 0.6 0.57
Exp4 Music videos can help me understand the song on a deeper 3.58(1.07) 0.54 0.5 0.51

emotional level (R)
Exp5 Seeing the music video can make me relate to the artist more as 3.46(1.04) 0.52 0.51 0.55 0.54
aperson (R)
Eigenvalue 8.82 1.87 1.74 148 1.34 1.16 1.14
Variance Explained 29.40% 6.23% 5.81% 4.94% 4.46% 3.87% 3.80%

PC: principal component. Loadings above or equal to .50 are in bold.

“Int” items were derived from the main thematic categories from the Intention level of Dasovich-Wilson and colleagues’ (2022) IARR framework. “Exp” items were derived
from Attention and Reaction level categories, which pertain to the experience itself. Labels in parentheses: (A) items refer to specific content features of music videos that
grab attention, including structural and semantic features (C) items reflect music’s cognitive function, (E) items reflect emotional uses of music videos, (R) items reflect affective
reactions from music videos, (S) refers to social functions.
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Table 2. Principal Component Structure for Retention Outcome Items.

Ttem M (SD) PC1 PC2 PC3
When I hear a song I have seen the music video for. . .
R7 I picture the choreography from the music video in my mind (VI) 3.29(1.15) 0.62
RS I picture scenes of the artist performing in my mind (VI) 3.35(1.11) 0.78
R9 I picture specific scenes or imagery from the video in my mind (VI) 3.63(0.99) 0.77 0.57 -0.45
R6 I think of the storylines and/or characters from the music video (VI/NIM) 3.51(0.99) 0.66 0.45
R3 It is hard not to think of the music video (NIM) 3.14(1.14) 0.71
R2 The music video can have a stronger influence than my own personal memories or 2.98(1.15) 0.49 0.59
associations with the song (NIM)
R10  Ithink of the topic(s) of the music video (NIM/NAP) 3.39(1.04) 0.65 0.56
R1 The song can be more meaningful and/or personally significant to me (NAP) 3.46 (1.03) 0.78
R4 The mood of the song can seem different (e.g., a sad song sounds less sad) (NAP) 3.35(0.99) 0.54
R5 How I use the song to influence my mood can change (e.g., I used to listen to the song 2.89(1.02) 0.74
when I was happy, now I listen to it when I am sad) (NAP)
R11  Talmost never think back to the music video (UA) 2.48 (1.05) 0.85
LT Music videos have a long-term influence on how I perceive and/or understand the meaning  3.35 (1.06) 0.60 0.51
of the music?
NLT  Music videos have no influence on my future listening experiences? 2.59(1.12) 0.87
Eigenvalue 4.66 1.37 1.00
Variance explained 35.85% 10.55% 7.71%

PC: principal component; VI: visual mental imagery; NIM: new interpretation of meaning; NAP: new affect perception; UA: unaffected; LT: long term; NLT: non-long term.
Labels in parentheses refer to the retention-level categories from Dasovich-Wilson’s et al. (2022) original study.
Loadings above or equal to .50 are highlighted in bold.

LT and NLT items were presented as written.
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Principal component analysis

Experience level. A PCA was performed to investigate the key characteristics of music video
experiences. The KMO measure verified excellent sampling adequacy (KMO=0.88). Seven
Experience components were established (see Table 1) which account for 58.51% of the vari-
ance. These were labeled: (a) Narrative Content, (b) Visual Performance, (c) Meaning of Lyrics, (d)
Personal Interpretation, (e) Emotional Use, (f) Social Use, and (g) YouTube Recommender.

The first four components are labeled according to the particular features of music videos
that absorb attention and/or motivate listeners to watch them. The strongest items for Narrative
Content describe watching music videos that are story-driven (I enjoy music videos that tell a
story; I watch music videos that are like short films and have storylines), and depict a different inter-
pretation of the song’s meaning than their own (I enjoy music videos that show an alternative
interpretation of the music that is different from my own interpretation). The Visual Performance
component consists mostly of items that emphasize the importance of visual content, espe-
cially seeing the artist perform (I enjoy music videos of live performances; I watch music videos to see
the artist and how they perform the music). However, the item with the strongest loading for this
component describes how the experience increases state arousal (music videos can motivate me or
energize me and give me a boost of energy). The items with the strongest loading for the Meaning
of Lyrics component reflect the intention to learn about the meaning of the music and to reflect
on that meaningful content (I watch music videos to gain more insight about the meaning of the
music and/or Iyrics; I watch music videos to reflect on the content of the music/lyrics). Furthermore,
this component has strong loadings on items describing certain affective reactions, including a
deeper understanding of the music’s emotional tone and an increase in state arousal. The reac-
tion item with the strongest loading reflects how music videos can cause listeners to feel more
connected to the artist on a personal level (seeing the music video can make me relate to the artist
more as a person). The fourth component, Personal Interpretation, also reflects experiences
where attention is directed toward how the meaning of the music (or lyrics) is represented but
emphasizes the importance of the listener’s personal interpretation of the music (I enjoy music
videos that show an interpretation of the music that is similar to my own personal interpretation).

The last three components more prominently feature items describing the reasons (inten-
tions) for engaging with music videos. Emotional Use items reflect music’s affect-regulating
function and contain items reflecting the use of music videos with the intent to distract them-
selves from a negative affective state, to relax, to feel more motivated, or to relieve boredom. The
Social Use and YouTube Recommender components reflect the social functions of music listen-
ing and the role of social media platforms (including but not limited to YouTube) and other
media outlets in influencing music video consumption. The Social Use items with the strongest
loadings reflect the influence of both peers and broader media hype (I watch music videos that are
hyped in the media and have a reputation for something), and videos with choreography (I watch
music videos to watch and/or learn dance moves and choreography; I enjoy music videos that contain
dance and choreography). The YouTube Recommender component primarily reflects how
YouTube recommendations and its auto-play function influence music video engagement (I
watch music videos when YouTube recommends them to me or auto-plays them).

Retention level. A second PCA was performed to investigate the characteristic Retention
outcomes.

The KMO measure revealed excellent sampling adequacy (KMO=0.85). Three Retention out-
come components were established, and account for 54.11% of the variance (see Table 2). These
components were labeled: (a) Visual Mental Imagery, (b) Personal Significance Increase, and (c)
Unaffected, and reflect the qualitative characteristics of music video effects and their duration.
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The Visual Mental Imagery and Personal Significance Increase Retention outcomes high-
light how music videos influence the type of associations made with the music, a song’s per-
sonal significance to the listener, and its influence on affective states. Both reflect the carry-over
effects imposed on future listening experiences. The Visual Mental Imagery outcome sheds light
on how visual information is recalled during listening, whereas Personal Significance Increase
reflects how this information affects the song’s influence on their mood or emotional state. The
item, “When I hear a song that I have seen the music video for, it is hard not to think of the music
video,” was a key item for Visual Mental Imagery; this suggests that the mental imagery of the
video may be triggered automatically, making it difficult for the individual to disassociate the
song with the video in the future. Personal Significance Increase not only reflects how music
video content can influence the perception of the music’'s emotional character (the mood of the
song can seem different . . .) but also how this content makes the song more significant to the lis-
tener (the song can be more meaningful and/ or personally significant to me). The Unaffected compo-
nent reflects experiences where the music video has no salient influence on how a song is
perceived or what is associated with it in subsequent listens. Because this study is concerned
with music video experiences and effects, the rest of the analyses and discussions will primarily
focus on Visual Mental Imagery and Personal Significance Increase (all correlations and linear
regression analyses conducted for the Unaffected outcome are reported in the tables).

Correlation and linear regression results

Correlations and linear regression analyses were performed to establish which Experience com-
ponents are the strongest predictors for each Retention outcome (R2). All correlations are
reported in Table 3 and all linear regressions are in Table 4. Bonferroni correction was applied
to all regression results (p=.007).

Both Visual Mental Imagery and Personal Significance Increase Retention outcomes had a
moderately strong, positive correlation with the Experience components: Narrative Content,
Visual Performance, Meaning of Lyrics, Personal Interpretation, and Emotional Use. The
Experience components with the strongest positive correlations with Visual Mental Imagery
were Visual Performance, r(153)=.53, p<<.001, and Personal Interpretation, r(153)=.45,
p<.001. A moderate positive correlation was also observed between both Visual Mental
Imagery and Personal Significance Increase, r(153)=.57, p<.001.

Visual Mental Imagery. Linear regression analysis revealed the extent to which each Experience
components could predict the Retention outcome Visual Mental Imagery. Interestingly, all seven
components were predictors of this outcome; however, there were four Experience components
that significantly and positively predicted Visual Mental Imagery and explained more than 10%
of the variance. Visual Performance explained 27% of the variance, R2=.27, F(154)=59.25,
p<.001, 95% confidence interval (CI) [0.39, 0.66]; Personal Interpretation explained 20% of
the variance, R2=.20, F(154)=40.16, p<<.001, 95% CI [0.31, 0.60]; Narrative Content
explained 15% of the variance, R2=.15, F(154)=28.49, p<.001; and Meaning of Lyrics
explained 14% of the variance, R2=.14, F(154)=25.53,p<<.001,95% CI[0.23, 0.526].

Personal Significance Increase. The linear regression analysis revealed significant positive rela-
tionships between Personal Significance Increase and Experience components. The strongest
predictor for Personal Significance Increase was also Visual Performance, which explained
23% of the variance, R2=.23, F(154)=47.28,p<.001, 95% CI[0.35, 0.63]. Meaning of Lyr-
ics explained 21% of the variance, R2=.21, F(154)=42.13, p<.001, 95% CI [0.32, 0.61];



Table 3. Correlations between EC and RO.

Variables

1. Narrative content? (EC)
2. Visual performance (EC)
3. Meaning of lyrics (EC)

4. Personal interpretation® (EC)

5. Emotional Use? (EC)
6. Social use (EC)

7. YouTube recommender? (EC)

8. Visual mental imagery (RO)

9. Personal significance increased (RO)

10. Unaffected? (RO)

506
444
307
245
3687
.192*
3957
4637
-.149

494
383
382
2657
132

528
486%*

—.214*

A77*
4337
118
-.018
378
4657
-.188*

EC: Experience components; RO: Retention outcomes.

aSpearman’s rho.
FEp <0015 ¥ <.01; *p <.05
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Table 4. Retention Outcomes Predicted by Experience Components.

Retention outcome  Experience component (predictor) B SE B/SE p
Visual Mental Narrative content? .396 074 5.338 <.001%*
Imagery Visual performance? .528 .069 7.697 <.001%*
Meaning of lyrics 378 .075 5.053 <.001%*
Personal interpretation® 456 072 6.337 <.001%*
Emotional use .265 .078 3.402 <.001%*
Social use .287 077 3.713 <.001**
Youtube recommender 244 .078 3.111 .002*
Personal Narrative content? 456 .072 6.329 <.001%*
Significance Visual performance? 486 .071 6.876 <.001**
Increase Meaning of lyrics? 465 072 6.491 <.001%*
Personal interpretation® .393 074 5.280 <.001%*
Emotional use? 439 .073 6.038 <.001%*
Social use 228 .079 2.902 .004*
Youtube recommender 220 .079 2.794 .006*
Unaffected Narrative content -.138 .080 -1.726 .086
Visual performance -.236 .079 -3.004 .003*
Meaning of lyrics -.241 .078 -3.067 .003*
Personal interpretation -.126 .080 -1.569 119
Emotional use -.108 .080 -1.347 .180
Social use -.008 .081 -0.104 917
Youtube recommender -.046 .081 -0.576 .566

SE: standard error.

B is the unstandardized parameter estimate; /SE is the t-value associated with the parameter estimate
Are principal components with an R? = .|5.

*kp <.001; *p <.007 (Bonferroni correction). The significance of bold values is ** p<.001.

Narrative Content explained 20% of the variance, R?=.20, F(154)=40.06, p<.001); Emo-
tional Use explained 19% of the variance, R2=.19, F(154)=36.45, p<<.001; and Personal
Interpretation, which explained 15% of the variance, R?=.15, F(154)=27.88, p<<.001).
Social Use and YouTube Recommender components explained only 5% and 4% of the variance,
respectively. These findings were in line with our hypothesis that experiences that emphasize a
focus on the music’s meaning or narrative and affect-regulation functions would be the strong-
est predictors of Retention outcomes.

Discussion

The aim of the study was to explore the key characteristics of music video experiences
(Experience components) and their effects on future listening experiences (Retention out-
comes). The study also explored the relationship between Experience components and two
Retention outcomes: Visual Mental Imagery and Personal Significance Increase.

At the Experience level, seven principal components emerged. These components reflect the
different characteristics of music video experiences based on the content they contain, the rea-
sons for watching, and the affective reactions they evoke. Furthermore, these components
highlight the ways in which music videos can satisfy the different cognitive, emotional, and
social functions attributed to music. Narrative Content, Visual Performance, Personal
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Interpretation, and Meaning of Lyrics were characterized by the content they contain, and not
necessarily a specific function-based intention such as to change one’s emotional state. The
Personal Interpretation component is particularly unique in this respect. Whereas the other
three content-based components feature at least one intention-related question (e.g., I watch
music videos to gain more insight about the meaning of the music and/or lyrics), Personal
Interpretation does not: It is characterized by the music video validating an interpretation of
the music that is similar to that of the individual. On the other hand, Meaning of Lyrics is char-
acterized by the intent to know what the song is about on a deeper level.

Although the first four components are characterized primarily by their content, the last
three reflect why (or how) music video experiences come about. Emotional Use and Social Use
reflect specific functions that music video experiences can fulfill. On the other hand, the
YouTube Recommender component reflects the influence of the platform itself, which gener-
ates recommendations based on the user’s previous activity on the site (see Zhou et al., 2010)
and was characterized mostly by a single item (I watch music videos when YouTube recommends
them to me or auto-plays them). This reflects YouTube’s popularity as a streaming platform (77%
of participants indicated that they sometimes or often use YouTube to stream music, see
Supplementary Data). Interestingly, the other two items loading on this component describe
enjoying music videos that have engaging choreography and storylines, and getting a boost of
energy from the experience (notably, the loadings of these items are comparatively weaker).
Given that many of YouTube's most watched videos have dance moves associated with them
which often contribute to their going viral, this was not surprising. For example, the first music
video on the platform with over two billion views was PSY's Gangnam Style (Benjamin, 2014)
and the dance from this video was a viral meme at the time. In addition, the YouTube
Recommender component reflects music video experiences from using YouTube for music
streaming. While the algorithms involved in recommending and auto-playing videos are
beyond the scope of this study, this component was included and labeled after the platform itself
because it demonstrates a method of listening that has, to date, been under-explored in empiri-
cal research.

At the Retention level, two principal components were established that reflect the potential
long-term effects of music video content on music perception: Visual Mental Imagery, which
reflects how the visual imagery mechanism is affected, triggering internal imagery of the video
in subsequent listens; and Personal Significance Increase, which reflects how the personal sig-
nificance of a song is positively influenced by music video content, influencing the perception
of and subsequent responding to the song’s emotional quality in the future. This finding reflects
the overlap between changes in the perception of the music’s affective quality and changes in
the interpretation of meaning previously reported by Dasovich-Wilson et al. (2022). A moder-
ate correlation was observed between Visual Mental Imagery and Personal Significance
Increase outcomes, suggesting they may co-occur depending on the music video and the indi-
vidual’s relationship with the song. The last Retention component, Unaffected, represents the
absence of effects in future listens.

The second aim of the study was to explore potential relationships between Experience and
Retention components. The results are in line with our initial expectation that Experience
components emphasizing the visual experience and meaning of the music would be the
strongest predictors of Retention outcomes. While Visual Mental Imagery was predicted by all
Experience components, the strongest predictor was Visual Performance. The cognitive mech-
anisms involved in mental imagery (which include visual, auditory, and motor imagery) offer
a potential explanation for this relationship. Mental imagery is activated by the same neural
processes involved during perception of the same modality (in this case, visual) as well as
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memory, emotion, and motor control mechanisms (Kosslyn et al., 2001). Visual Performance
experiences involve attending to physical performance gestures such as a musician playing or
dance choreography, and strong affective reactions including a boost in energy. The relation-
ship with mental imagery may be a result of a joint memory code being formed during the
experience being made salient due to the emotion and motor mechanisms activated. Visual
Mental Imagery of human gestures may reflect the activation of mirror neuron mechanisms:
neurons that activate during both observation and execution of physical action (Overy &
Molnar-Szakacs, 2009). Although beyond the scope of the present study, this finding may be
of interest for research on embodied cognition or neurological studies of music and multime-
dia. This is particularly relevant for studies exploring the relationship between music and
memory retrieval.

Other Experience components which were strong predictors of Visual Mental Imagery were
Personal Interpretation, followed by Narrative Content. Narrative Content experiences reflect
an alternative interpretation of the music—or one that is ambiguous and open-ended—
whereas Personal Interpretation experiences reflect the preference for the video depicting an
interpretation similar to the meaning the listener has already attributed to the song. In both
cases, the video’s depiction of the music’s meaning potentially provides a visual association
that is recalled in future listens. However, the relationship with Personal Interpretation comple-
ments previous research concerning how cognitive networks are activated during music listen-
ing. When the music video is congruent with the listener’s personal associations or
understanding of the music’s meaning, information from the music video may be more easily
stored in memory. This may strengthen existing cognitive networks and create new ones as the
music becomes more familiar (Schubert et al., 2014). This finding may also reflect how CAM
functions in music video contexts; the individual is not only directing attention toward the
music and videos shared structural features (see Cohen, 201 3), but the similarities between the
content of the video and their previous associations. It may be easier to store the visual infor-
mation from the video in long-term memory because it confirms their expectations (i.e., previ-
ous associations) about the music, thus reinforcing that association. On the contrary, the
reverse can also be true: if the video challenges one’s expectations about the meaning of the
music, or if this violation is a result of ironic contrast between the music and the video, having
one’s expectations violated may result in a more memorable experience. This complements
existing research which has found that ironic contrast can enhance recognition of visual con-
tent compared to affectively congruent audio-visual pairings. This suggests that emotion-spe-
cific perception drives this process of memory formation in these contexts, as opposed to
changes in felt emotion (Damjanovic & Kawalec, 2022).

All Experience components predicted Personal Significance Increase to some extent; however,
the strongest predictors were Visual Performance and Meaning of Lyrics. These findings suggest
music videos can influence aesthetic judgment and increase absorption, which is an important
moderator influencing the strength of emotional responses to music (Sandstrom & Russo,
2013). The Visual Performance component is closely tied to music’s affect regulating function,
specifically boosting energy levels. However, there is also a cognitive component to this experi-
ence, because it helps the individual gain a deeper understanding of the artist’s interpretation of
the music by watching them perform. This is in line with previous research which has found that
being able to see the artist perform influences audience perceptions of a song’'s emotionality
(Vines et al., 2006). The current study extends these findings by applying them in an everyday
personal music-listening context and highlights the potential long-term effects that observing
an artist perform can have on how one understands and relates with the music. The relationship
between Meaning of Lyrics and Personal Significance Increase sheds light on how underscoring
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the meaning of the music in the video reduces any ambiguity about what the lyrics are referring
to, thereby giving a song more depth. This relationship also highlights how Cohen’s (2001,
2013) CAM works in music video contexts; the structural features of the video draw attention to
the lyrics, allowing for new associations to form that potentially have more depth and signifi-
cance compared to whatever prior meaning was associated with the lyrics (if any).

While the study provides interesting insight into music videos and their effects on future lis-
tening experiences, there are limitations to consider. The study does not account for whether
some experience types occur simultaneously, and if some occur together more often than others.
For example, moderately strong, positive correlations were observed between the first three
Experience components: Narrative Content, Visual Performance, and Meaning of Lyrics. A sin-
gle music video may contain content that is both narrative and performative and may draw
attention to the lyrics in creative ways. However, whether one or more components characterize
the experience depends on the individual and their reason for watching. Future research should
consider how individual differences contribute to and/or influence music video experiences and
outcomes. Individuals who are highly engaged with music and consider it an important part of
their lives may identify multiple characteristics of their experience. This would be in line with
previous research which has found that individuals who are more engaged with music overall
tend to use it to fulfill multiple functions simultaneously (Greasley & Lamont, 2011).

The intent behind the music video experience is an important factor that can potentially
influence subsequent outcomes. In the current study, there were two components: Emotional
Use and Social Use, which were characterized by the listener’s intentions. Both components
may act as experience mediators and/or moderators. For example, Emotional Use experiences
have a more deliberate function, therefore the video they select should be cohesive with their
preferred affect-regulation strategy (Saarikallio & Erkkild, 2007; van Goethem & Sloboda,
2011). If watching a music video to receive a boost of energy, the individual may lean toward a
music video that features energetic performance gestures (i.e., Visual Performance). On the
contrary, Social Use experiences do not necessarily have a deliberate goal beyond entertain-
ment. Whether Emotional Use and Social Use experiences mediate the relationships between
other Experience components and Retention outcomes should be explored further. Future
research should consider individual differences in music listening and social media behavior, as
well as individual traits (e.g., gender, musical training, personality, empathy, life satisfaction,
etc.) to better understand when, how, and for whom music video experiences yield certain out-
comes over others. Future research should consider using experience sampling methods (ESM)
to gain more insight into how these experiences influence outcomes (see Randall & Rickard,
2017). More sophisticated methods of statistical modeling are necessary to gain better insight
into the relationships between individual differences, experiences, and future listening out-
comes. Another limitation of the current study is that participants were not listening to music
or engaging with music videos prior to filling in the survey, therefore, the data are subject to
recollective recall bias. This could be addressed in future research by either using an ESM, or a
controlled experiment using a combination of experimenter and participant-selected music
videos to address the question of how attention is directed during music video experiences, and
how this is affected by the music.

Conclusion

Music videos are an easily accessible and popular method of music engagement. The current
study explored the key characteristics of these experiences and the main effects they impose on
future listening experiences. The results posit that music videos can have a salient influence on
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mechanisms such as mental imagery, as well as the individual's personal associations with the
song. These findings synthesize previous research on the function of music in film and research
on everyday music-listening experiences by providing insight into how visual information
about a song can affect personal music-listening outcomes. Future research should explore
these relationships further and account for individual differences to better understand when,
how, and for whom these experiences yield the strongest effects, and whether these effects are
perceived as positive or negative.
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Abstract

Music videos (MVs) are a popular form of music engagement which allows music listeners
to experience their favourite songs in an audio-visual format. MVs have been made more
accessible since the rise of platforms like YouTube, giving individuals the control to select
MVs over other forms of music engagement. Previous research has shown that MVs can
influence the content of visual imagery experienced during music listening. In addition,
visual imagery has been associated with modulating arousal levels for musically trained
individuals, suggesting a link between musical training and the effect of visual imagery on
music induced emotions. This paper features the preliminary results from a pilot study
which explored how exposure to MV content influenced enjoyment and emotional
reactions to music in everyday listening experiences using the experience sampling method
(ESM). 152 observations were collected from 15 (N =15) participants. Linear mixed
models (LMMs) were performed, incorporating the participants as random intercepts. No
significant effects were observed for enjoyment, however, results suggest that Image
Recall, which reflects the amount of MV content recalled as visual imagery during music
listening, influences emotional reactions in everyday listening experiences. Image Recall
also moderates the effect of changes in both the amount of personal significance placed on
the music by the individual, and their interpretation of the music’s meaning on emotional
reactions. Interestingly, the influence of interpretation on emotional reactions became
weaker as the amount of imagery recalled from the MV increased. These results suggest
that not only does MV content have a salient influence on the visual imagery mechanism,
this influence moderates the strength of effects of other perceptual changes on emotional
reactions. These findings support the notion that that visual content, which is readily and
freely accessible online, can influence emotional responses to music in everyday life. These
findings are discussed in respect to how music educators can use MV and MV-related
media to promote better emotional expression in students’ musical performances, as well as
teach them how to recognize multiple emotions in music and promote cognitive abilities
related to mental imagery.

Keywords: Music video, mental imagery, music perception, experience sampling method,

emotional outcomes



Introduction

According to the International Federation of the Phonographic Industry (IFPI, 2022),
the two most popular methods of music engagement are audio-streaming and video
streaming. Music consumers spend over 20 hours a week engaging with music, using six or
more different methods of engagement (i.e., radio, audio-streaming, livestreams, etc). This
has been facilitated due to the use of smartphones, especially among youth: 94% of 16- to
24-year-olds use their smartphones for music (IFPI, 2018).

Audio-visual recordings of musical performances are an invaluable resource for
music teachers and students. Being able to see #ow sounds are produced, whether it be with
an instrument or vocally, can highlight the underlying structure of a musical passage (Vines
et al., 2011), provide insight into the performer’s expressive intent (Davidson, 1993), and
influence perception of tone duration (Schutz & Lipscomb, 2007). This information is also
useful for ensemble performers by allowing them to better coordinate and synchronise with
each other, especially when transitioning between phrases (Boltz, 2013; Schober & Spiro,
2014). The benefits of audio-visual methods of music consumption and their influence on
music perception apply to everyday music listening experiences. This has been observed
with music videos (MVs), which can affect the perception of musical meaning by
influencing what the listener associates with the music and promoting visual imagery in
subsequent listens (Dasovich-Wilson et al., 2024; 2022). MVs give listeners access to
information about the meaning of the music and often contain scenes of the artist(s)
performing. The analyses presented in this paper feature the preliminary results from a pilot
study designed with the intent to explore how exposure to MV content can influence on
emotional outcomes and enjoyment on subsequent listens to the audio in isolation. It
explores how MVs influence music listening outcomes by affecting the visual imagery
mechanisms, personal significance, and the interpretation of musical meaning using the
experience sampling methodology (ESM). These findings may prove useful for music
educators teaching emotional expressivity and emotion recognition in music performances
and who wish to implement a culturally relevant and youth-friendly teaching aid in the

form of MVs.

Audio-visual Perception
MVs and other musical multimedia which present both audio and visual information

are an engaging method of consuming music which requires more attention than audio-only



music listening. Although the content of both the music and video can vary widely in MV
contexts, previous research on audio-visual perception and theoretical models outlining the
cognitive processes involved provide insight into how MVs may influence the perception of
music in subsequent listens. Cohen’s Congruence-Association model (CAM; Cohen, 2013;
2001; Marshall & Cohen, 1988) highlights the bottom-up and top-down processes that
occur in film (which can refer to both cinematic movies and other multimedia contexts,
such as music videos and advertisements). These processes allow individuals to attend to
and understand the film’s events as they unfold. During bottom-up processing, the
structural components of the film and music are identified; this includes the physical
features of the film (for example: locations, objects, characters, and dialogue), as well as
the structural elements of the music (for example: pitch, tempo, rhythm). These
components are grouped together based on their structural similarity. The emotional
meaning of the music is transferred to the audio and visual information which attention is
directed towards. This transfer relies on top-down inference processes, which allow the
individual to make sense of the events unfolding in the film by matching the emotional
information from the music with the associated meanings stored in their long-term memory
(LTM). The individual’s past associations with music are retrieved from LTM and
superimposed on the events of the film, allowing them to create a working narrative. These
associations are elicited by the structural information of the music and the individual’s
perception of valence and arousal (Cohen, 2013).

Research has shown that visual information can influence the perception and
remembering of the music, as well as enhance the perception of certain musical
characteristics. For example, performance gestures influence music perception by providing
a clearer concept of a musical passage’s phrase structure (Vines et al., 2011). Musicians’
movements can infer when a phrase begins and ends, portray musical affect, and
foreshadow changes in emotional content (Vines et al., 2006). Furthermore, performance
gestures in MVs may be recalled as mental imagery in subsequent listens, and potentially
influence how the emotionality of the music is perceived (Dasovich-Wilson et al., 2024;
2022). Narrative information, such as that found in MVs with storylines, can also influence
how music is perceived and remembered. Visual information can cause melodies to sound
louder, faster, more rhythmic and more active compared to when a melody is presented on
its own, regardless of affective quality or whether it is presented as a film clip or montage
of still images (Boltz et al., 2009). Boltz and colleagues suggest that the mere presence of

visual information can cause music to sound more interesting and/or meaningful, providing



an interpretation of the music’s meaning and its underlying message. Even simple narrative
descriptions about the music, without visual accompaniment, can influence how music is
perceived and influence the content of visual imagery experienced during listening
(Vuoskoski & Eerola, 2015).

According to Juslin & Vistfjall (2008), visual imagery “refers to a process whereby an
emotion is induced in a listener because he or she conjures up visual images while listening to
the music (p.566).” Visual imagery (also referred to as mental imagery) that occurs during
music listening may represent a metaphorical representation of the music’s structural features
and characteristics (Juslin et al., 2014). Adolescents use this mental imagery during listening
to explore their personal identity and create a temporary sense of self (Larson, 1995). Emotion
regulation through imagery has also been associated with musical training (Kiissner &
Eerola, 2019). Visual imagery has been associated with the perception of emotions expressed
by music and musical training. For example, research has shown students with musical
training perform better at tasks involving visual imagery, which is the cognitive ability
mentally to create, maintain, and transform images (Commodari & Sole, 2019). This ability
can facilitate musical performance: using anticipatory, motor or visual imagery can help
students control performance aspects related to timing, intensity, articulation and intonation

(Kellar, 2012).

Aims

The study explores the influence of music video content on the enjoyment of and
emotional reactions to music in everyday listening experiences. Three variables describing
the mechanisms by which content from an MV affects music perception are explored as
potential predictors influencing these outcomes: Interpretation, Personal Significance, and
Image Recall. The findings from this study intend to provide insight into how mechanisms
underlying everyday music experiences are influenced by visual content, which in turn can
affect how the emotional content of the music is perceived and enjoyed. While the study
does not consider individual differences in music training as a possible factor influencing
listening outcomes, these findings are expected to provide novel insight into how the recall
of MV content as mental imagery influences the effects of other mechanisms on music

enjoyment and music evoked emotional responses.



Hypotheses

Hypothesis 1 (H1): Personal Significance is expected to have a stronger effect on enjoyment
as Image Recall Increases.

Hypothesis 2 (H2): Interpretation and Personal Significance are both expected to have a

stronger effect on emotional reaction as Image Recall Increases.

Method

Procedure

The study was completed entirely on the MuPsych application for Android OS. Music
experience sampling reports (ESRs) were presented to participants while they were listening
to music on their phone. Participants were required to complete a minimum of 20 ESRs over
the course of a two-week period, after which they were entered into a draw for one of two €25

Amazon gift cards.

ESRs were presented to participants (via notification) in three sections: the first at
the moment of music commencement; another after five minutes of listening, then a final
section after approximately thirty minutes of listening. Section one consisted of standard
MuPsych items, with the first screen (titled ‘How do you feel?’) presenting two 7-point
sliders, assessing initial Valence (labelled at points 1, 4, 7: Very negative—Neutral-Very
positive) and initial Arousal (labelled at points 1, 7: Very low energy—Very high energy).
The dimensions of valence and arousal have been demonstrated to be efficient and reliable
measures of music- induced emotion, explaining a high proportion of variance (Vuoskoski
& Eerola, 2011).

Section two was presented if participants were still listening to music five minutes
later. The first screen assessed Valence, Arousal and Intensity for a second time, with the
same 7-point slider format and labels as the initial measures. A screen related to the currently
playing music was presented, measuring (all on 7-point slider scales): subjectively perceived
Music Valence (labelled Very negative—Neutral-Very positive) and Music Arousal (Very
low—Very high). Following this, participants were asked if they had seen the music video for
the song that was playing at the start of section two of the music ESR (responses: Yes, I'm
very familiar with it; Yes, I'm somewhat familiar with it; Yes, but I'm not very familiar with
it; No I haven't; I'm not sure; No, but I've heard it in a movie, ad, or TV show). If they
responded with 'No I haven't’ or ‘I'm not sure’, they were presented with the same question,

but in reference to the song playing at the end of section one of the music ESR. If they had



seen either of these MV, the next screen asked: “How has the music video influenced your
current listening experience of <Track Name>?", with five questions on 7-point slider scales:
“How has your enjoyment of the music changed?” (Enjoyment; Enjoyed less - No change -
Enjoyed more); “How has your emotional reaction to the music changed?” (Emotional
Reaction; Not at all - Very much); “Has your interpretation of the lyrics/ music changed?”
(Image Recall; Not at all - Very much); ‘Has the music video made the song more personally
significant?” (Personal Significance; Not at all - Very much). (Interpretation; Not at all -
Very much); “Did you remember images/ visual content from the video?” Responses to these
MV-ESRs were used in the analysis.

If the participant had not seen the MV of either of the two songs, they were
presented with an alternate screen relating to the music, consisting of three 7-point slider
scales: “Do any visuals come to mind when you hear this song?” (Not at all - Very much);
“What type of memory do you associate with this music?” (Very negative - neutral - Very
positive); “How personally significant or connected to this song are you?”” (Not at all - Very
much). This screen was added in order to keep the number of screens consistent regardless
of whether they had seen the video or not, in order to disincentivise participants from
indicating that they had not seen the MV - even if they had - in order to complete the
number of ESRs required in order to be entered in the prize draw: this data is not analysed

in the present study.

Participants

Data were collected from 15 participants (60% female, 20% preferred not to say)
between the ages of 18 and 37 (M = 21.7; SD = 4.56). All participants who completed the
demographic survey reported having at least a high school education. The most represented
nationality in the sample was Finnish (N=4), followed by Canadian (N=2) and American
(N=2). Two participants did not provide data concerning their nationality or education

background.

Analysis

The dataset analysed in this paper consists of 152 MV-ESRs across all 15
participants. Two Linear Mixed Models (LMMs) were performed incorporating participants
as random intercepts. This approach considers the initial differences between participants

and allows for individualized intercepts for each participant. Emotional Reaction and



Enjoyment were entered as dependent variables, whereas Image Recall, Personal
Significance and Interpretation scores were entered as predictors. The interactions of Image
Recall scores with Personal Significance and Interpretation scores were also investigated in
order to explore whether Image Recall acts as a moderator influencing the effect of Personal
Significance and Interpretation on each of the two outcomes. In case of a significant
moderation, simple effect analysis was performed in order to detect the slope for each
predictor (Personal Significance and Interpretation) and its significance level at different

levels of the moderator (Image Recall).

Results
H1

Results from the LMM analysis showed no significant influence of any of the three
predictor variables on enjoyment. No interactions were observed between Image Recall and

either Personal Significance or Interpretation changes occurring as a result of MV content.

H2

Results from the LMM analysis showed a significant effect of Interpretation on
Emotional Reaction (b=0.94, SE=0.25, p<.001), indicating that greater changes in
interpretation of the music as a result of MV content was associated with greater changes in
Emotional Reaction. These effects were significantly moderated by Image Recall (b=-0.11,
SE=0.05, p=.028); in that, as Image Recall increased, Interpretation had a weaker effect on
emotional reaction (see Figure 1). In more detail, the effect of Interpretation on Emotional
Reaction was significant at all levels of Image Recall (p< .001); however, the effect was
stronger at low levels of Image Recall (i.e., Mean — 1SD; b = 0.68, SE =0.14, p<.001) and
weaker at high levels of Image Recall (i.e., Mean +1SD; b = 0.31, SE =0.08, p<.001).
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Figure 1. Effects plots for the interaction between Image Recall and Interpretation on Emotional Reaction.

No significant effect was observed for Personal Significance on Emotional Reaction.
However, an interaction effect was observed between Image Recall and Personal Significance
(b=0.14, SE = 0.05, p = .006). This suggests that Image Recall has a positive influence on
the relationship between Personal Significance and emotional reaction (see Figure 2). This
effect was significant for higher levels of Personal Significance (i.e., Mean + 1SD, b = 0.33,
SE =0.09, p<.001).
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Figure 2. Effects plot for the interaction between Image Recall and Personal Significance on Emotional
Reaction.

Discussions

The study confirmed the hypothesis that Image Recall, which reflects the remembering



of MV content as visual imagery during subsequent listens, has a significant effect on
Emotional Reaction. However, this influence was not observed for music enjoyment. Image
Recall moderated the influence of both Interpretation and Personal Significance on Emotional
Reaction, however these effects varied depending on the amount of imagery experienced.

Interestingly, the interactions between Image Recall and Interpretation on Emotional
Reactions suggests that changes in interpretation of the music’s meaning from MV exposure
has a weaker influence on music evoked emotions as the amount MV content recalled as
visual imagery increases. These findings support the notion that emotional reactivity is related
to the interactions between the music and the images conjured by the listener (Commodari &
Sole, 2020; Juslin & Vistfjall, 2008; Juslin et al., 2014). Furthermore, these findings suggests
that the cognitive processes at work in CAM (Marshall & Cohen, 1988; Cohen, 2013; 2001)
are also at work in subsequent listening experiences. In other words, MV content becomes
part of the listener’s working narrative in subsequent listens in the form of visual imagery
from which emotional inferences can be drawn. Therefore, as the amount of imagery
increases, the semantic interpretation of MV content is less influential on the emotional
response than the imagery itself.

CAM processes may also explain the interaction between Image Recall and Personal
Significance on Emotional Reactions. In these cases, the listener’s interpretation of the
music may not necessarily change but is instead reinforced by the content of the MV. If MV
content is line with the individual’s existing interpretation of the music, a stronger
interaction between visual imagery and the significance of the music on emotional
outcomes may occur as a result of those feelings about the music being validated by the
video. This would be in line with the findings of Dasovich-Wilson and colleagues (2024)
who found that increases in personal significance and the experience of visual imagery in
subsequent listens is predicted by MV experiences characterised by a desire to understand
the meaning of the music, especially if that meaning was in line with the listener’s
interpretation. Furthermore, even if the listener has no strong personal connection to the
music prior to seeing the MV, content that adds depth to the music or is in line with the
listener’s moral values has been associated with greater appraisal and stronger connections
to the music in subsequent listens (Dasovich-Wilson et al., 2022).

While the results from the study are novel, there are limitations to address. First,
musical background was not considered in these analyses. Research on visual imagery
conducted on both musically trained and untrained individuals has found that, while both

groups experience visual imagery during listening experiences, musically trained



individuals use visual imagery to modulate arousal (Kiissner & Eerola, 2019). However,
previous research on mental imagery in musically trained and untrained populations has not
considered the influence of outside sources like MVs on this mechanism. Future research
should account for musical training in particular in order to investigate this influence; since
students with musical training have better cognitive abilities in respect to mental imagery
(Commodari & Sole, 2020), it is possible that musical background is related to better
control over which images are recalled from MVs in subsequent listens depending on their
reasons for listening. Furthermore, this these analyses are from data collected during the
piloting phase of a much larger study, which will also collect additional data about
participants’ engagement with MVs and musical multimedia in general, as well as survey
measures for individual differences such as musicianship, personality, empathy, and use of

music (eg., MUSEBAQ: Chin & Rickards, 2014; HUMS: Saarikallio et al., 2015).

Conclusion

MV:s are a popular method of consuming music whose extramusical information, in
the form of performance gestures and narrative content, can potentially influence the
mechanisms underlying emotional reactions in subsequent listens, especially visual
imagery. Visual imagery abilities are also associated with musical training and has useful
applications in music performance. Therefore, MVs may be useful for music teachers who
wish to improve emotional expressivity in students’ musical performances which is also a

socio-culturally relevant and popular method of consuming music among students.
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