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ABSTRACT 

 
 In music, the field of affective (or emotional) response research is significant not only in 

the number of studies published, but in its study of the motivation behind music-making.  Most 

composers, performers, and listeners participate in music to communicate—to convey or receive 

some meaning.  Much of that communication is emotional in nature; yet as with human 

emotions, musical emotions are difficult to study and describe due to their complex nature.   

 There is a large amount of research on affective responses within a number of different 

musical sub-fields.  The first chapter of this treatise looks at the subject of emotion in music from 

three perspectives: performance, theoretical, and experimental.  Scholars in each of these fields 

approach emotion in music very differently, yet many conclusions are the same between groups.  

One of the purposes of this treatise is to present some of the main ideas from each of these 

groups in order to elicit communication between the groups and provide a broad background for 

research on this topic. 

 The second chapter presents an experiment performed specifically for this treatise.  

Knowing that so much research exists on emotion in music, it is surprising that many teaching 

techniques are limited to imagery, metaphors, and aural modeling.  The goal of the experiment 

was to evaluate the emotional content of fifteen flute themes from the standard solo literature to 

determine if the emotions traditionally assigned to this music could be empirically, or 

numerically, validated or rejected.  Most traditional emotions assigned to these themes were 

empirically validated.  Those themes that did not match the traditional emotion in the experiment 

showed at least a high degree of representation of the traditional emotion, in addition to other 

emotions.   

 The results of the experiment show that listeners, regardless of the instrument they play, 

agree on emotional content within music.  Additionally, valence and arousal, or sentiment and 

activity, play a large part in this process especially in determining the intensity of the emotions 

portrayed. 

 The third chapter is a proposed plan for teaching emotional expression in music lessons.  

It fuses the information from the first chapter and results of the experiment in the second chapter 

to provide a well-rounded approach to performing with emotion.  The benefit of this approach 

versus traditional imagery-, metaphor-, and aural-based techniques is that it provides articulated 
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physical goals toward which students can strive and is deeply rooted in the scholarly research 

previously conducted in this field.  
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CHAPTER 1 

 

AFFECTIVE RESPONSES – INTRODUCTION AND  

SURVEY OF LITERATURE 

 

Introduction 

 
 Music is a form of communication.  Messages, created by the composer, are read, 

interpreted, and transmitted by the performer, and are received and interpreted by the listener.  

Most musicians would argue that the message being communicated and how it is expressed are 

the most important aspects of music.  Listeners describe hearing the entire spectrum of human 

emotion in music, including happiness, sadness, anger, tenderness, and fear.  Some may 

understand a musical message as being sad, while others may claim that music actually makes 

them sad.  Both of these types of responses to music are termed affective responses.  According 

to researcher Harry Price, an affective response to music is a “reaction involving feelings and 

emotions.  [It is a] learned behavior resulting from a life history of interactions with musical 

stimuli: encompassing mood-emotional, preference, and taste responses.”
1
   

 Many teachers and students believe that the expression of emotion in music is an elusive 

topic.  Often, teaching expression is limited to the use of metaphors, imagery, and aural 

modeling with the hope that students will translate them into successful interpretations and 

ultimately into emotional expression.  However, for deliberate learning or practice to occur, three 

elements are required: clear task definition, informative feedback, and opportunities for 

repetition and correction of errors.
2
  The use of metaphors and imagery as teaching techniques 

requires the student to translate words or images into sound properties while aural modeling 

requires the student to pick up on very subtle musical inflections.  Each of these types of 

teaching fails the first requirement – clear task definition.   

 It must be pointed out that teachers using these methods can be very successful in 

instructing students to better express emotions; however, by including instructions regarding the 

physical aspects of expression and exactly which musical cues help engender emotions, teachers 

                                                        
 1. Harry E. Price, “A proposed glossary for use in affective response literature in music,” Journal of 

Research in Music Education 34, no. 3 (1986): 152. 

 

 2. K. Anders Ericsson, Ralf T. Krampe, and Clemens Tesch-Römer, “The role of deliberate practice in the 

acquisition of expert performance,” Psychological Review 100, no. 3 (1993): 367. 
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and performers can feel confident that they are approaching the subject from both the 

psychological and physical standpoints.
3
  This treatise will lay out a basic plan for teaching 

expression in music performance.   

 Since the 1930s, researchers have been finding ways to empirically represent emotional 

responses to music, which has resulted in an abundance of theoretical and experimental research 

on this topic.  This field is promising in that it helps find ways to express empirically what 

musicians have believed to be difficult or impossible to define.  Unfortunately, the knowledge 

gained by researchers has rarely been included in musical education.  Many performers are still 

unaware of the existence of this theoretical and experimental research on affective responses, and 

therefore, do not incorporate it into their teaching.  Likewise, many researchers leave out the 

insight that performers have gained from their professional experiences.  The purpose of this 

document is to serve as a resource to performers and researchers alike and to allow for more 

dialogue between these groups.   

 Although the topics of composer intent and historical performance practice are touched 

on briefly in the treatise, the author has purposely given these topics less attention as they are 

simply too large to discuss in a paper of this type.  As research was conducted for this treatise, 

common topics and themes arose within the literature.  These topics were then formed into the 

headings and subheadings found in the paper.  It is my hope that readers who are not well-

acquainted with affective response research will find that the sections and order of topics allow 

for a natural flow of thoughts and ease of reading. 

 Finally, there are many divergent ideas on emotion and meaning in music.  The purpose 

of this treatise is not to present my personal bias, but highlight many different opinions to allow 

for readers to develop their own beliefs on the subject and to spark conversation within the music 

community. 

 

 

 

                                                        
 

 3. Patrik N. Juslin, and Roland S. Persson, “Emotional Communication,” In The Science and Psychology of 

Music Performance: Creative Strategies for Teaching and Learning, edited by Richard Parncutt and Gary E. 

McPherson (New York: Oxford University Press, Inc., 2002), 229. 
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The Performer’s Perspective 

 
 It seems that the last performers to truly articulate the elements that express emotion in 

music were those of the baroque and Sturm und Drang periods – Johann Joachim Quantz, Carl 

Philipp Emanuel Bach, and Leopold Mozart, to name a few.  It is surprising that more working 

musicians do not write down their ideas about expression.  The reason may be that unlike 

theorists and researchers whose primary output is in the form of articles and books, performers’ 

primary outputs are in the forms of performing and teaching lessons.  Regardless of the reason, 

the number of sources written by performers is significantly less than that by theorists and 

researchers.   

 There are two main types of books on musical expression written by performers: books 

that address the elements within the music that convey emotion (dynamics, melody shape, 

harmonies, tempo, articulation, etc.) and books that describe what performers should do with 

their instruments or voices to highlight those “emotion-filled” elements.  This survey of 

performance literature will focus mainly on the elements within the music and not on specifically 

what performers should do to bring out those elements due to the fact that technique varies from 

instrument to instrument and person to person (Chapter 2 will address specific flute techniques as 

they are related to expression).  Before exploring what performers have to say about expression, 

it is important to understand what it means to be a high-level musician. 

 

“Playing” Music 

 Because listening to music and attending music events can be joyful experiences, many 

people believe it naturally follows that performing music must be fun.  Although nearly all 

professional musicians would likely agree that performing music is a rewarding profession, they 

will also say that it takes a great deal of work—both mental and physical—to be a good 

musician.  Being a professional musician is like being a professional athlete.  To perform music 

at the highest level, musicians spend just as much time training as professional athletes do; the 

overall goals are different and the movements are much smaller. 

 Some musicians do not fully consider the point that professional music-making requires a 

great deal of time and training.  They feel that if they play exactly what is on the page, their jobs 

will be done.  However, composers do not include every musical element necessary to perform 
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the music well.  In Arthur Weisberg’s The Art of Wind Playing, he makes a controversial 

statement, “… a composer cannot put down on paper more than about thirty percent of what he 

actually has in his mind.”
4
  Later, he writes, “For a good musician, a contribution of thirty 

percent from the composer is enough because they speak the same language; for a poor musician, 

thirty percent is hopelessly inadequate.”
5
  Though it is impossible to determine exactly what 

percentage of the composer’s intentions are able to be put down in a score, it does give one pause 

to realize how much information the composer does not include: micro-dynamics (or phrasing 

dynamics), rubato, rhythmic hierarchy and emphasis derived from that hierarchy, and emotional 

intent, to name a few.  Therefore, the real work begins when what is notated in the score is 

mastered, and the musician must then refer to his or her knowledge, training, and experience to 

bring out the meaning of the piece. 

 

Mastery of Technique 

 Although creating a meaningful interpretation of a piece by going beyond what the 

composer actually writes down is one of the most important tasks for musicians in playing with 

emotion, it cannot happen without the technical mastery of what is written in the score.  Almost 

all performance sources agree that expression of meaning is the most important purpose behind 

music, but practically all of those sources begin with technique.  It would be impossible for a 

musician to play a line in a way which conveys sadness if he or she has not mastered legato 

playing.  A common feature in all of these resources is the categorization of different technical 

aspects of music (rhythm, dynamics, vibrato, expression marks and accents, etc.) and specific 

instructions for practicing these techniques.   

 These technical portions of books would be great platforms for discussing how technical 

elements relate to certain emotions, yet this is quite rare.  The technical element is discussed, and 

the section ends with instructions on how to physically perform it.  For example, in Chicago 

Symphony Orchestra hornist Philip Farkas’ book, The Art of Musicianship…, he examines 

properties of music including phrasing, tempo, articulation, and expression marks.  He provides 

examples as to the proper way to work on these techniques and become more aware of the 

                                                        
 4. Arthur Weisberg, The Art of Wind Playing (Galesville: Meredith Music Publications, 2007), 97. 

 

 5. Ibid., 118-119. 
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physical side of playing.  He also comments on how difficult it is to teach musicianship.  

However, like most performance books, his book does not instruct musicians on how to use 

those techniques to transmit emotions and meaning.
6
 

 

The Parallels Between Music and Language 

 Dating back to ancient Greek civilization, rhetoric, or the art of speaking persuasively, 

has had ties to music.  Just as one can change volume, pitch, and tempo (among many other 

factors) in speech to create a desired effect in the audience, the same can be done in music.  

Western music has its roots in vocal traditions.  In the Middle Ages and Renaissance, a vocal 

work usually originated with some preexisting text and the music was composed to match or 

support the lyrics.  Through the Baroque era, this idea of rhetoric and music continued.  Even for 

music that was purely instrumental, composers used the same rhetorical concepts to create 

Affects, or emotional states.
7
  It is no surprise that today’s references continue to draw parallels 

between music and language. 

 Just as the purpose of learning a language is not just to be able to speak or write it alone, 

but to say something or communicate meaning, the purpose of learning how to play music is not 

just to be able to read the notes on a page and push the corresponding buttons.  Instead, the point 

is to say something through the music.  Learning to communicate through language does require 

the mastery of letters, reading words, pronunciation, articulation, and inflection but those are just 

means to an end—and the end is the communication of meaning.  The same can be said for 

music.  The mastery of notes, rhythms, fingerings, articulation, and dynamics is not the goal; it 

simply provides the foundation for being able to communicate through music.
8
   

 Another parallel that can be drawn between music and language is that of phrasing.  In 

language, letters are grouped together to form words, words are combined to create clauses, and 

clauses are combined to form sentences.  In music, notes are grouped to form note-groups, note-

                                                        
6. Philip Farkas, The Art of Musicianship: a Treatise on the Skills, Knowledge, and Sensitivity Needed by 

the Mature Musician to Perform in an Artistic and Professional Manner (Bloomington: Musical Publications, 1976), 

5, 6-37. 

 

7. Blake Wilson, et al, “Rhetoric and music,” In Grove Music Online, Oxford Music Online, 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subsciber/article/grove/music/43166 (accessed December 16, 

2009).  

  

 8. Weisberg, Wind Playing, 96. 
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groups are combined to form motives, and motives are combined to form phrases.  This idea can 

be drawn out to include paragraphs (formal sections in music), chapters (movements in music), 

and novels (entire musical works).  This idea of phrase structure emphasizes the importance of 

understanding a phrase’s elements in order to most precisely and appropriately communicate its 

meaning.  Additionally, learning about phrases and phrase structure strengthens the idea that 

playing the individual notes is not enough; an understanding of each note’s role in the bigger 

picture is needed. 

 Chicago Symphony bassoonist, David McGill, states: 

Approaching music making by first unearthing the grammar leads to the building 

of meaningful phrasing.  This creates true expression of the musical ideas of the 

composer in performance, which then can elicit the proper emotions in the 

listener. 

GRAMMAR  PHRASING  EXPRESSION  EMOTION  FANTASY 

Approaching music from the opposite direction, with the performer starting with 

either an unformed fantasy or raw emotion, can almost never lead one to 

communicate the composer’s true message.
9
 

 

 Performers occasionally forget that the useful tool of analysis can usually answer any 

questions they may have regarding phrasing.  Analysis can take on many forms: harmonic, 

melodic, rhythmic, motivic, stylistic, or any combination of these types.  It is necessary then to 

explore what systems for analysis have been proposed by performers in order to reach this 

“fantasy” which McGill describes.  Analysis proposed by some music theorists will be found in 

the section entitled The Theorist’s Perspective. 

 

Systems for Analysis 

 Marcel Tabuteau, principal oboist with the Philadelphia Orchestra (1915-1954) and 

teacher at the Curtis Institute developed a number system for phrasing.  This system was used by 

not only his oboe students, but by all the instrumentalists attending Curtis during his tenure there.  

This system rated the intensity of every note in a phrase in order for the performer to have a 

mental concept of where the phrase was supposed to “go.”  This revolutionary method 

                                                        
 9. David McGill, Sound in Motion: A Performer’s Guide to Greater Musical Expression (Bloomington: 

Indiana University Press, 2007), 299. 
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transformed playing during that time and was a key contributor toward what is now recognized 

as the American style of woodwind playing.
10

 

 In David McGill’s book, Sound in Motion, he proposes a method for analyzing music.  

Although some aspects of music are flexible (rubato, dynamics, etc.), the fundamental structure 

of the piece (its harmony, rhythm, etc.) is unmovable.  McGill’s plan for preparation through 

analysis begins with determining the function of every note in the context of a piece through the 

use of harmonic analysis and labeling non-chord tones in the melody.  After harmonic analysis is 

completed, musicians should find the skeletal or fundamental notes in the line and observe that 

the rest are ornamental.  Sometimes it is helpful to circle these skeletal notes in order to draw 

attention to them while playing.  Finally, phrasing and articulation will usually appear quite 

easily based on the “skeleton.”  If one can play a musical line with just the skeletal notes, he or 

she can insert all of the ornamental notes to “fill in” the phrase.
11

   

 According to Isaac Newton’s third law of motion, for every action there is an equal and 

opposite reaction.  If a ball is thrown into the air, gravity will bring it back down.  If one inhales 

and his or her lungs expand and experience tension, release is bound to follow in the form of 

exhalation.  One of McGill’s concepts for playing musically is derived from Tabuteau’s system 

and states that emotional expression is usually the result of tension and relaxation.  For example, 

if a musical line is ascending and growing in intensity, one can assume that it is creating tension 

and expectation of relaxation in the form of the line descending and resuming the starting level 

of intensity.  This tension and relaxation has the potential to convey emotion.  This theory is 

similar to those in the music theory realm dealing with expectation, specifically the work of 

Leonard Meyer and David Huron which will be discussed in the theory section of this treatise.   

 Based on these ideas, one could assume that good emotional expression comes from a 

thorough analysis of music and a very thoughtful look at how every element functions within a 

piece.  That assumption would still result in an incomplete picture.  Many professional musicians 

are able to sightread with a great deal of emotion without ever analyzing a piece.  Clearly, there 

is a need to address intuition and how it seems to miraculously avoid analysis. 

 

 

                                                        
 10. Ibid., 2-3. 

 

 11. Ibid., 24-27. 
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Intuition Versus Analysis 

 To a general audience member, professional musicians can play with expression without 

actively thinking about it.  They simply feel the music and play according to what they believe 

sounds good.  According to David McGill, this idea is far from the truth.  He believes that true 

expression comes from thoughtful and intelligent analysis of the score.  Analysis is imperative 

for helping performers understand the structure of a piece.  He stated, “The unquestioning belief 

in one’s spur-of-the-moment impulses can, by its very nature, yield only a hit-and-miss result.  

On reflection, it seems the very height of egotism to trust one’s gut reactions so implicitly.”
12

  

Additionally, he wrote, “Great feeling does not make a great performer.  Each and every 

audience member has the same capacity for feeling emotion as deeply as the musician on the 

stage.  A truly great performer must have far more at his or her disposal in concert.”
13

   

 Going back to the question of sightreading, how then, can experienced performers 

sightread a piece with a great deal of expression without doing any analysis as McGill insists 

they should do?  My hypothesis is that the “instinct” and “intuition” that professional musicians 

often rely on for expression are actually a knowledge base of accumulated past experiences and 

learning.  They have taken years of lessons and spent thousands of hours in practice rooms 

working on their craft.  This practice time has included work on tone production, technique, 

phrase production, and analysis.  While a novice player might need to analyze a score to 

determine if his or her line occurs during a dominant or tonic harmony, an experienced player 

will be able to hear it and understand it without having to literally analyze the harmony.  This is 

not intuition, but rather a reliance on deep-set neural pathways that have been created by years of 

practice and performance.  To disregard this type of knowledge is to disregard those years of 

practice. 

 Perhaps the fusion of these two methods – intuition and true analysis – will yield the best, 

most thought-out results.  Even for the most seasoned professional, taking time to consider all 

options for the expression of a phrase can present new and exciting possibilities. 

 

 

                                                        
 12. Ibid.,  20. 

 

 13. Ibid., 17. 
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The Theorist’s Perspective 

 
 Of all the literature pertaining to meaning in music, music theorists have contributed the 

largest portion.  On this topic, however, ideas and opinions are divergent.   

 

Does Music Have Meaning? 

 Most music theorists agree that music has meaning.  They also agree that expressing that 

meaning is the most important part of music performance; however, that is where agreement 

ends.  The greatest debate on meaning in music from the theoretical perspective is whether 

meaning comes from within the structure of the music (absolutists) or from extramusical 

references (referentialists).  Absolutists believe that meaning in music lies completely within the 

music and is based on the music’s structure and listeners’ music cultures.  Some of the theorists 

with this perspective include Leonard Meyer and to some extent David Huron.  Referentialists 

believe that meaning in music is based on associations with extramusical events or thoughts.  

Some of the theorists with this perspective include Kathleen Higgins and Kendall Walton.   

 Fred Maus comments on the dichotomy of structure and expression in music in his article 

“Music as Drama.”  The field of music theory and the general field of music do not necessarily 

benefit from the continuing argument between absolutists and referentialists.  Maus addresses the 

need for musicians from all fields of music to discuss the differences in views on the same topics 

in order to begin to integrate them into a better understanding of music.
14

   

 It is important for someone studying this topic to read and understand both sides before 

drawing conclusions; although, it seems that people tend to gravitate toward one side or another 

with great conviction. 

 

Intramusical Meaning 

 Intramusical meaning is that which comes from the construction of the music.  

Absolutists generally credit musical elements of composition with creating meaning—mode, 

articulation, cadences, form, intervals, dynamics, etc.  Certain elements consistently elicit certain 

emotions; however, it is important to remember that this is only true within any given music 

                                                        
 14. Fred E. Maus, “Music as Drama,” In Music & Meaning, edited by Jenefer Robinson, 105-130 (Ithaca: 

Cornell University Press, 1997), 108. 
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culture and even style.  Different music cultures use diverse instruments, scales, rhythms, forms, 

and texts.  Therefore the meaning of a particular composition may be interpreted in another way 

by people of differing music cultures.  One of the keystones of the absolutist perspective of 

meaning in music is expectation. 

 In his 1956 book, Emotion and Meaning in Music, Leonard Meyer first developed the 

idea that meaning in music is the result of delayed or avoided expectation.  In any aspect of 

music, listeners are trained through their music culture and familiar styles to expect certain 

things – a steady tempo, harmonic progression from dominant to tonic, steady dynamics and 

articulation, and smooth melodic contours.  When these expectations are avoided or delayed, 

listeners perceive meaning (mainly frustration when their expectations are not fulfilled).  When 

the resolution finally does arrive, listeners are even happier to hear it than if the resolution had 

come when expected.  Therefore, meaning is amplified when expectations are avoided or 

delayed.
15

   

 For example, in Western common-practice music and in much popular music, it is most 

common for a dominant (V) harmony to resolve to a tonic harmony (I).  Therefore, composers 

create anticipation and frustration in their listeners by prolonging dominant over several 

measures.  When the tonic harmony finally arrives, it not only fulfills the listener’s expectation 

that tonic follows dominant, it also relieves them of their frustration and anticipation which 

heightens their emotional fulfillment. 

 David Huron develops Meyer’s theme further in his book, Sweet Anticipation.  He 

believes that there are certain biological factors that add to this expectancy theory.  We are 

constantly predicting outcomes and evaluating results.  Our bodies and minds are “rewarded” 

when we make correct predictions and “punished” when we do not.  This response was 

developed when our species dealt with life or death situations more often and correctly 

predicting a situation’s outcome resulted in living to see another day.  His ITPRA theory of 

expectation breaks down the expectation-resolution relationship further.  His book focuses 

mainly on three responses which are linked to surprise: laughter, awe, and frisson.
16

  In French, 

                                                        
 15. Leonard B. Meyer, Emotion and meaning in music (Chicago: The University of Chicago Press, 1956), 

43. 

 

 16. David Huron, Sweet Anticipation: Music and the Psychology of Expectation (Cambridge: The MIT 

Press, 2006), 25. 
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frisson means shudder or thrill and it refers to the piloerection response of “chills down the 

spine” or goosebumps.
17

  Frisson, which may be the most common of the three, is often a 

response to loud passages and abrupt modulations.
18

 

 The idea of finding meaning within music’s compositional structure is not meant to de-

romanticize music or make it something cold and scientific.  It is meant to show that art, just for 

art’s sake, has definite meaning.  It also highlights the importance of one’s musical culture and 

experience within a particular style in finding meaning in music. 

 

Extramusical Meaning 

 Music cultures play a role in not just absolutist arguments but in referentialist arguments 

as well.  Although it is true that one must grow up in a particular music culture (or study it 

intensely) in order to understand intramusical meaning derived from the musical structure itself, 

it is also true that one must grow up in a particular music culture in order to understand the 

extramusical references found in that music. In one culture, funeral music might be quiet, slow, 

and reserved while in another it may be loud, rapid, and chaotic.  If a composition seems to be 

“love music,” a composer can only assume that people within his same culture will hear it with 

that meaning.  

 One music theorist who maintains a referentialist view of meaning in music is Kathleen 

M. Higgins.  In her “Musical Idiosyncrasy and Perspectival Listening,” she approaches the 

subject of listening to music from a whole-person view.  She argues that to listen with only an 

objective ear (as the absolutists do) and to not make reference to extramusical thoughts or 

experiences is to not bring one’s entire self to the listening experience.  Furthermore, she 

believes that her view is supported even more by her opponent’s views.  Absolutists believe that 

music’s meaning is intrinsic and that any extramusical reference is inconsequential.  It is this 

lack of specificity of content which allows listeners to relate so deeply with music.
19

  In other 

words, if a piece conveys some sort of un-specific general truth about humanity, for example, 

                                                        
 17. Ibid., 25. 

 

 18. Ibid., 34. 

 

 19. Kathleen M. Higgins, “Musical Idiosyncrasy and Perspectival Listening,” In Music & Meaning, edited 

by Jenefer Robinson, 83-102 (Ithaca: Cornell University Press, 1997), 97. 
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loss of a loved one, more people will relate to it than if it is much more specific, for example, the 

loss of a loved one who was a soldier who died in war.   

 Another interesting point in Higgins’ article is that of familiarity with music.  Familiarity 

with music does two things: changes expectations and creates nostalgia.  If listeners are familiar 

with a piece, they will listen to it differently than if they are not familiar with it.  If they know an 

exciting part is coming, they get excited waiting for that part to come whereas a first-time 

listener would not necessarily have that sense of expectation and excitement.
20

  Additionally, it 

can create an extramusical reference, in that a person will remember the last time they heard the 

piece.  Nostalgia created by a musical event can elicit emotions. 

 One of the most comprehensive referentialist views on meaning in music is in “Listening 

with Imagination: Is Music Representational?” by Professor of Philosophy, Kendall Walton.  He 

asserts that instrumental music can easily be “nudged” into being representational, or referential, 

when it accompanies an aria or a film, or is even just given a title.  If it takes so little to make 

music representational, why are absolutists so eager to say that without that push, music is non-

representational?
21

  His take on musical meaning is that nearly every expressive moment can 

elicit an imaginary human behavior (aggressive music reminds us of aggressive behavior).  That 

leads one to think, “Where there is a behavior there is a behaver.”
22

  Each behavior exemplified 

in music is being carried out by a “behaver” or imaginary character or persona.   

 Absolutists argue that music tends to be very unified and coherent, yet when defined in 

extra-musical terms of these behaviors or characters, music seems to be disjointed.  The 

imaginary personas seem not to relate to each other.  Walton addresses that enigma: 

Perhaps the unity [in music] is to be explained in purely musical terms, even if 

the elements that are unified include ones with significant representational roles.  

Compare a wallpaper design containing depictions of objects of many different 

sorts—a truck here, a dinosaur there, an ice cream cone over there—with no very 

salient connections among them.  We may be expected to notice various 

individual depictions but not to think about how they are related within the 

fictional world or perhaps even to think of them as part of the same fictional 

world.  The overall pattern may still be a highly unified one, however, even if its 

                                                        
 20. Ibid., 95. 

 

 21. Kendall Walton, “Listening with Imagination: Is Music Representational?” In Music & Meaning, edited 

by Jenefer Robinson, 57-82 (Ithaca: Cornell University Press, 1997), 58. 

 

 22. Ibid., 63. 
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unity does not consist in a unified fictional world.  The depictions may all be in 

the same representational style, and the overall design may be formally coherent.  

Likewise, perhaps, with music.  Musical coherence may consist more in 

coherence of sound patterns than in unity of representational content.  There may 

still be representational content, of course, and it may be important.
23

 

 

 Relating to the idea of imaginary characters and their behaviors and emotions is the fact 

that listeners will often describe music as being “sad,” but when asked if they feel sad personally, 

they say they do not.  Authors Gregory Karl and Jenefer Robinson have addressed this condition 

and have found that listeners can identify, relate to, or even sympathize with the emotions of 

some fictional musical persona without personally taking on those emotions.
24

  Similarly, it is 

possible to watch something sad happen, and relate to or sympathize with the victim, but not take 

on that sad feeling personally.  Although it is possible to truly feel sad while listening to or 

playing sad music, the former situation more frequently occurs.   

 Author Jerrold Levinson has echoed this theory in his own paper “Music and Negative 

Emotion.”  He found support from Paul Hindemith’s writings in which Hindemith states that 

listeners cannot be emotionally affected by music because human emotions are usually longer 

lasting than those emotions found in music.  Hindemith believed that emotions change rapidly in 

music and, therefore, cannot change a listener’s emotional state congruently.
25

  Levinson 

disagrees, however, with Hindemith’s position that music necessarily evokes memories and 

emotions from one’s past.  He argues that he has had emotional experiences with music that he 

has not had in any other part of his life.
26

   

 

Why Music? 

 Not all theoretical sources on musical meaning deal with the argument between 

absolutists and referentialists.  As stated earlier, people claim to have significant emotional 

                                                        
 23. Ibid., 68. 
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experiences with music.  Many people question why they have emotional experiences with music 

and not with other art forms such as visual art.  Kendall Walton’s article addresses why the 

medium of music accesses people’s emotions so well, perhaps even better than the medium of 

visual arts.  He believes that because of the active nature of seeing, we can also choose to look 

away or shut our eyes if we don’t want the feelings evoked by visual art to “get in.”  With 

hearing, we can’t shut our ears or just focus on something else to listen to; music surrounds us.  

If music that evokes feelings is heard, escape from it is not possible except by leaving the 

room.
27

  Similarly, feelings are difficult to escape.  We may try to focus on other feelings, but 

they fill us and are hard to ignore.   For this reason, feelings are more deeply tied to music than 

many other visual arts.   

 

Describing Music 

 Although many people know that they feel emotions when listening to or performing 

music, sometimes it is very difficult for them to put their experiences into words.  In Leo 

Treitler’s “Language and the Interpretation of Music,” he hypothesizes that though many 

theorists and musicologists have said that the meaning of music is too vague to describe, perhaps 

it is the language itself that is too vague in its ability to fully communicate about music.  Words 

(especially “academic” or “scholarly” ones) are actually not descriptive enough to communicate 

exactly what the music means or how it makes us feel.  With support from the writings of Robert 

Schumann, Felix Mendelssohn, and Daniel Gottlob Türk, Treitler suggests that music writers 

should consider formatting their descriptions of music to match the language of poets and 

creative writers.
28

  The talent for describing sights, smells, and sounds in which creative writers 

specialize seems to be missing in the “scholarly” writing on music; however, striking a balance 

in this style of writing and the traditional style is difficult to achieve.  An overabundance of 

descriptors is seen as “fluff” and a lack of descriptors is seen as “vague.”  Still, the fact that the 

writing and research on music and meaning in music theory is still a current topic provides hope 

that a balance eventually will be found. 

                                                        
 27. Walton, “Listening with Imagination,” 77. 
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 The amount of research in meaning in music by music theorists is overwhelming.  The 

resources covered in this text were chosen due to their relevance to the referentialist/absolutist 

debate as well as their accessibility to readers not familiar to research in music theory.  One topic 

not covered in detail in this treatise is semiotics—or the role of signs in music.  Signs can include 

any of the elements of music while implications of their meaning may be applied to the 

composer, the audience, culture in general, or may be contained simply within the music.  Many 

semiotic studies attempt to create a system for understanding the signs within a particular piece 

or style.  The research conducted in this field is extremely interesting and diverse and although it 

has not been covered in this treatise, resources have been included in the bibliography for further 

study.
29

 

 

The Experimenter’s Perspective 

 
 Experimental research on affective responses to music has had a long and varied history.  

Since experimental research generates data from measurable sources, studies generally fall into 

categories based on what factor or factors are being studied.  This can range from tempo, to 

volume, to brain waves, to other physical responses. 

 

Adjectives to Describe Mood 

 Descriptive words or moods are frequently used both to describe the music we hear and 

to teach musical expression techniques in lessons.  Perceived moods have been studied 

extensively as they relate to major and minor modes, pitch, firm and flowing rhythms, and 

complex and simple harmonies.  Although earlier studies in perceived mood in relation to 

musical elements exist, the first studies using real musical examples were performed by Kate 

Hevner in the late 1930s.  Using the Hevner adjective list, participants in her studies noted the 

perceived mood of musical excerpts that had only one element changed (mode, pitch, tempo, 

type of rhythm, or complexity of harmony).  Hevner found that these variables conveyed 

                                                        
 29. Naomi Cumming, “Semiotics,” In Grove Music Online, Oxford Music Online, 
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significant emotional meaning.
30

  More statistically-based lists have been generated since the 

Hevner studies, but her research provided a significant starting point in this area.
31

   

 

Tempo and Dynamics 

 More recent studies conducted by Stuart B. Kamenetsky, David S. Hill, and Sandra E. 

Trehub as well as Petri Laukka and Alf Gabrielsson have tested musical properties and their 

effects on perceived emotional expressiveness.  Kamenetsky, Hill, and Trehub found that people 

can perceive changes in tempo and dynamics singularly or combined.  However, in their study, 

only variations in dynamics had measurable effects on emotional expressiveness.
32

  Laukka and 

Gabrielsson tested the effects of tempo, dynamics, and timing on emotional expressiveness in 

drumming performance (which removed all melodic and harmonic aspects from the 

performance) and found that intended emotions could still be perceived by listeners.
33

   

 

Physical Effects 

 Many researchers have measured the physiological effects of emotion in music.  In John 

Sloboda’s 1991 study, he measured the occurrence of physiological events such as shivers down 

the spine, laughter, tears, and a lump in the throat while listening to music.  He found that 80 

percent of participants had these physiological effects.  From his data, Sloboda was able to 

correlate which musical structures evoked these effects.  For example, passages containing 

sequences and appoggiaturas evoked tears while passages containing new or unexpected 

harmonies evoked shivers.
34

   

                                                        
 30.  Kate Hevner, “The affective character of the major and minor modes in music,” The American Journal 
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Neurology 

 Some research has also explored how and why the brain processes musical emotion the 

way it does.  For example, much of the music that listeners consider to be highly emotional (and 

enjoyable) is sad, angry, anxious, or fearful.  Emery Schubert addressed the peculiar fact that we 

enjoy negative emotions in music and proposed a possible theory on this.  When listeners realize 

that they are listening to or are about to listen to music (an aesthetic event), it stimulates the 

pleasure center in the brain.  When those centers are “turned on” they basically “turn off” or 

inhibit the displeasure center.  Therefore, it is possible to enjoy the music while understanding 

that it is sad, angry, or fearful.
35

 

 

Teaching Techniques 

 A few researchers have taken the subject of emotional expressiveness in music and 

attempted to find out which strategies work best for teaching this topic.  Robert H. Woody (1999, 

2003, 2006a, 2006b, & Burns 2001) performed a number of studies pertaining to training and 

performing expressive music.  His research made significant progress in the area of the pedagogy 

of expressive performance.  He found that most performers must master the technical aspects of 

a passage before they can concentrate on expressiveness.  Although most performers can 

understand various types of instructions on expressiveness (imagery-based instruction, metaphor-

based instruction, and modeling), his studies indicated that many students convert imagery-based 

instruction into a clear plan for sound properties (sound, tempo, articulation, etc.).  More 

specifically, students who could hear distinct changes in dynamic variations were best able to 

replicate them.  In other words, it is important for teachers to incorporate specific sound plans 

with their metaphors when teaching expression.
36
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 The author whose work was most influential for the present research is Patrik N. Juslin.  

His work deals with researching and providing methods for teaching expressive skills in music 

education.  His 2003 study presents a multi-dimensional phenomenon of performance expression 

aimed at understanding all of the components that comprise expression.
37

   His 2002 study 

analyzed previous research in musical expression and filtered out the five most commonly 

researched emotions: Happiness, Sadness, Anger, Tenderness, and Fear.  He then found which 

aspects of the music, or musical cues, as well as valence and arousal were common to each 

emotion (see Table 1.1).
38
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Table 1.1 Cue utilization in communication of emotions (Juslin, 2002).
39

 

 
 

 

 Valence refers to the overall sentiment of the piece (negative to positive) and arousal 

refers to the overall level of activity of a piece (low to high).  For example, a very positive 

valence and very high arousal translate to Happiness while a very negative valence and very low 

arousal translate to Sadness.  This information provided a solid foundation for further research in 

affective responses to music by providing guidelines for determining which examples would be 

candidates for representing each emotion. 
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CHAPTER 2 

 

EXPERIMENT 

 

Experimental Abstract 

 
 Since the 1930s, affective responses to music have been studied.  This elusive topic is 

still the focus of a great deal of research, and the search to empirically measure emotion in music 

continues.  With all of the existing research that addresses expression in music performance, 

there still appears to be a communication gap between the researchers and active teachers and 

performers.  The goal of this study was to analyze emotionally-charged themes within the 

standard flute literature to determine if the traditional emotions assigned to these themes can be 

established empirically based on a valence (sentiment) versus arousal (activity) grid and scales 

measuring the degree to which five emotions represented each example.  Almost all of the 

themes matched their traditionally assigned emotions as measured by the grid and scales.  

Additionally, many examples had multiple emotions represented, showing that musical emotion 

can be just as complex as human emotion.  With confidence in the relationship between 

traditional emotional assignments and these two instruments, teachers and students can use the 

instruments and research to give concrete reasons for assigning particular emotions to music.  

This more technically-based approach may be helpful for learners who understand expression 

through sound property terms versus metaphorical or imagery-based instruction.  It will also help 

students become more self-sufficient in determining expression in their own performances. 

 

Problem 

 
 With the overwhelming amount of research on affective responses to music and the cues 

that elicit those responses, it is surprising that most performers are unaware of this research and, 

therefore, do not incorporate it into their performing and teaching.  The purpose of this series of 

studies is to identify the valence and arousal values and degrees of emotional representation for 

flute themes which are traditionally considered highly emotional and provide empirical data to 

support or reject tradition.   
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Method 

 

Participants 

 Twenty-three graduate and undergraduate music majors at Florida State University and 

an expert panel of four flute professors from universities in the United States participated in this 

study.  The twenty-three music majors, whose educational levels and principal instruments/voice 

types vary greatly, represent the perspective of the general, musically-educated listening 

audience.  The four expert panelists represent the perspective of the professional flutist and yield 

insight into how flute music is traditionally taught. 

 

Procedure 

 The experimenter identified fifteen themes from the flute literature which are 

traditionally perceived as having one of the following five emotions: Happiness, Sadness, Anger, 

Tenderness, and Fear.  These compositions are predominantly nineteenth- and twentieth-century 

works for flute.  Isolating works from this time period avoids the innate issues of emotion, style, 

and performance practice in other periods, especially baroque.  The experimenter personally 

recorded these themes and randomized their order for the experiment. 

 Listeners completed two separate forms in response to listening to this music.  The first 

form was a graph of valence versus arousal based on the research of Russell (2003)
40

 and Florida 

State University Professor, Dr. John Geringer.  In order to make plotting and measurement easier 

for both participant and researcher, upon the direction of Dr. Geringer, the Russell (2003) core 

affect diagram was converted to a grid and listeners were instructed to fill in a box corresponding 

to perceived valence and arousal.  The second form was a series of scales measuring the degree 

to which each of five emotions were represented in each example (see Figure 2.1).  After 

accumulating all the forms, the results were averaged and compiled into graphs. 
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Listener Survey 

 

Major Instrument: __________________   Graduate/Undergraduate/Professor ______________ 

Do you have experience as an applied lessons instructor?_______ 

 

PRACTICE SHEET 

 

 
 

Happiness 

 

1 2 3 4 5 

Not at All                 Very 

Happy                                 Happy 

 

Sadness 

 

1 2 3 4 5 

Not at All                 Very 

Sad                    Sad 

 

Anger 

 

1 2 3 4 5 

Not at All                 Very 

Angry                 Angry 

 

Tenderness 

 

1 2 3 4 5 

Not at All                 Very 

Tender                 Tender 

 

Fear 

 

1 2 3 4 5 

Not at All                 Very 

Fearful                 Fearful 

 

ADDITIONAL COMMENTS (Optional): 

 

Figure 2.1 – Listener Survey: Valence Versus Arousal Graph and Emotion Scales 
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Results 

 
 The flute themes have been grouped by the emotion for which they scored the highest 

according to music majors.  They are in order from highest scoring to lowest scoring for that 

emotion.  For each flute theme, the musical score, valence versus arousal data (music majors and 

experts), and emotion scale data (music majors and experts) are displayed.  Additionally, the 

most salient Juslin cues for each emotion were analyzed by the experimenter and listed in a table 

below the graphs.   

 

Table 2.1 – Experimental Musical Examples 

Example Page Perceived 

Emotion 

Composer Piece Measures 

A 25 Happiness Martinu First Sonata – 3
rd

 Movement m. 59-70 

B 27 Happiness Dutilleux Sonatine m. 101-111 

C 29 Happiness Martinu First Sonata – 1
st
 Movement m. 20-29 

D 31 Happiness Muczynski Sonata – 2
nd

 Movement m. 27-38 

E 34 Sadness Martinu First Sonata – 2
nd

 Movement m. 1-5 

F 36 Sadness Reinecke Ballade m. 7-10 

G 38 Sadness Poulenc Sonata – 2
nd

 Movement m. 3-6 

H 41 Anger Reinecke Undine Sonata – 4
th

 Movement m. 262-271 

I 43 Anger Martin Ballade m. 142-149 

J 46 Tenderness Reinecke Undine Sonata – 2
nd

 Movement m. 96-112 

K 48 Tenderness Widor Suite – 4
th

 Movement m. 87-94 

L 50 Tenderness Chaminade Concertino m. 3-6 

M 53 Fear Martin Ballade m. 26-37 

N 55 Fear Dutilleux Sonatine m. 143-151 

O 57 Fear Burton Sonatina – 3
rd

 Movement m. 35-42 
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Happiness 

 The musical cues that convey the emotion of Happiness are: fast tempo, small tempo 

variability, staccato articulation, large articulation variability, high sound level, bright timbre, 

fast tone attacks, and increased durational contrasts between long and short notes.  Additionally, 

happy music tends to have positive valence and high activity.
41
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Musical Example A – Martinu Sonata, Mvmt. III, m. 59-70
42

 

Click to hear Musical Example A 

SONATA NO.1 FOR FLUTE AND PIANO 

By Bohuslav Martinu 

Copyright © 1951 (Renewed) by Associate Music Publishers, Inc. (BMI) 

International Copyright Secured.  All Rights Reserved. 

Used by Permission 

                                                        
 42. Bohuslav Martinu, First Sonata for Flute and Piano (New York: Associated Music Publishers, Inc., 

1951), Movement 3, measures 59-70. 
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Valence vs. Arousal

Example A
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Degree of Emotional Representation

Example A
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   Figure 2.2 – Example A: Valence vs. Arousal       Figure 2.3 – Example A: Emotion Scales 

 

 

Table 2.2 – Example A: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo somewhat, quarter = 89-95, avg. 92 

small tempo variability yes, relatively steady tempo with slight hesitation at the 

climax of the phrase 

staccato articulation yes, initially in piano part and then in flute part later 

large articulation variability yes 

high sound level yes, loud, marked in score forte 

bright timbre yes, also use of quick, shallow vibrato adds to that 

fast tone attacks yes 

increased durational contrasts 

between long and short notes 

yes, use of quarter, eighth, and sixteenth notes  

positive valence yes, participant average 7.70, expert average 8.75 

high activity yes, participant average 8.09, expert average 8.00 
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Musical Example B – Dutilleux Sonatine, m. 101-111
43

  

Click to hear Musical Example B 

SONATINE POUR FLUTE ET PIANO 

By Henri Dutilleux 

Copyright © 1943 by Alphonse Leduc 

International Copyright Secured.  All Rights Reserved. 

Used by Permission 

 

 

 

                                                        
 43. Henri Dutilleux, Sonatine pour Flûte et Piano (Paris: Alphonse Leduc, 1943), measures 101-111. 
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Valence vs. Arousal

Example B
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Figure 2.4 – Example B: Valence vs. Arousal        Table 2.5 – Example B: Emotion Scales 

 

 

Table 2.3 – Example B: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo somewhat, quarter = 103-107, avg. 104 

small tempo variability yes, relatively steady tempo, slows slightly at end 

staccato articulation yes 

large articulation variability yes 

high sound level no, starts mezzo piano and has a crescendo to mezzo forte 

at the end 

bright timbre yes 

fast tone attacks yes 

increased durational contrasts 

between long and short notes 

yes, use of eighth, sixteenth, and thirty-second notes 

positive valence yes, participant average 7.04, expert average 7.50 

high activity yes, participant average 8.48, expert average 8.50 
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Musical Example C – Martinu Sonata, Mvmt. I, m. 20-29
44

  

Click to hear Musical Example C 

SONATA NO.1 FOR FLUTE AND PIANO 

By Bohuslav Martinu 

Copyright © 1951 (Renewed) by Associate Music Publishers, Inc. (BMI) 

International Copyright Secured.  All Rights Reserved. 

Used by Permission 

 

 

 

 

 

                                                        
 44. Bohuslav Martinu, First Sonata for Flute and Piano (New York: Associated Music Publishers, Inc., 

1951), Movement 1, measures 20-29. 
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Valence vs. Arousal

Example C
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   Figure 2.6 – Example C: Valence vs. Arousal       Figure 2.7 – Example C: Emotion Scales 

 

 

Table 2.4 – Example C: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo somewhat, quarter = 95-101, avg. 98 

small tempo variability yes, relatively steady tempo 

staccato articulation no, quite legato, though frequent tonguing 

large articulation variability no, similar throughout 

high sound level yes, relatively loud, marked in score mezzo forte 

bright timbre yes, also use of quick, shallow vibrato adds to that 

fast tone attacks yes 

increased durational contrasts 

between long and short notes 

yes, use of quarter, eighth, and sixteenth notes as well as 

syncopation 

positive valence yes, participant average 6.35, expert average 7.00 

high activity yes, participant average 4.78, expert average 6.50 
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Musical Example D – Muczynski Sonata, Mvmt. II, m. 27-38
45

  

Click to hear Musical Example D 

SONATA FOR FLUTE AND PIANO, OP. 14 

By Robert Muczynski 

Copyright © 1965 (Renewed) by G. Schirmer, Inc. (ASCAP) 

International Copyright Secured.  All Rights Reserved. 

Used by Permission. 

 

 

 

                                                        

 45. Robert Muczynski, Sonata for Flute and Piano (New York: G. Schirmer, Inc., 1965), Movement 2, 

measures 27-38. 
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Valence vs. Arousal

Example D
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   Figure 2.8 – Example D: Valence vs. Arousal        Figure 2.9 – Example D: Emotion Scales 

 

 

Table 2.5 – Example D: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo yes, dotted-eighth = 118-124, avg. 120 

small tempo variability yes, relatively steady tempo, sped up slightly at end 

staccato articulation yes, at times 

large articulation variability yes 

high sound level no, starts piano and has a crescendo to forte at the end 

bright timbre no, low range of flute in the beginning 

fast tone attacks yes 

increased durational contrasts 

between long and short notes 

yes, use of eighth, dotted-eighth, and sixteenth notes 

positive valence no, participant average 0.87, expert average 0.25 

high activity yes, participant average 8.13, expert average 4.25 
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Sadness 
 

 The musical cues that convey the emotion of Sadness are: very slow tempo, legato 

articulation, small articulation variability, low sound level, dull timbre, large timing variations, 

reduced durational contrasts between long and short notes, slow tone attacks, slow vibrato, final 

ritardando, and phrase decelerando.  Additionally, sad music tends to have negative valence and 

low activity.
46

   

 

 

 

                                                        
 46. Juslin and Persson, “Emotional Communication,” 223. 
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Musical Example E – Martinu Sonata, Mvmt. II, m. 1-5
47

  

Click to hear Musical Example E 

SONATA NO.1 FOR FLUTE AND PIANO 

By Bohuslav Martinu 

Copyright © 1951 (Renewed) by Associate Music Publishers, Inc. (BMI) 

International Copyright Secured.  All Rights Reserved. 

Used by Permission 

 

 

 

                                                        
 47. Bohuslav Martinu, First Sonata for Flute and Piano (New York: Associated Music Publishers, Inc., 

1951), Movement 2, measures 1-5. 
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Valence vs. Arousal

Example E
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   Figure 2.10 – Example E: Valence vs. Arousal     Figure 2.11 – Example E: Emotion Scales 

 

 

Table 2.6 – Example E: Cue Utilizations 

CUE Does this example adhere to expected cue? 

very slow tempo yes, quarter = 66-81, avg. 70 

legato articulation yes and slurred 

small articulation variability yes 

low sound level yes, starts mezzo piano, has small swells coinciding with 

ascending lines, and a small crescendo at the end 

dull timbre dark timbre 

large timing variations yes, it does use rubato 

reduced durational contrasts 

between long and short notes 

yes, mostly slow quarter notes, a couple half notes 

slow tone attacks yes 

slow vibrato yes 

final ritardando no, but perhaps at the ends of the subphrases 

phrase decelerando no, but perhaps at the ends of the subphrases 

negative valence yes, participant average, -5.43, expert average -1.75 

low activity yes, participant average, -3.61, expert average -2.50 
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Musical Example F – Reinecke Ballade, m. 7-10
48

  

Click to hear Musical Example F 

BALLADE, OP. 288 

By Carl Reinecke 

© 1910 by Musikverlag Zimmermann, Frankfurt am Main 

Used by Permission 

 

 

 

 

                                                        
 48. Carl Reinecke, Ballade, op. 288 (Frankfurt: Zimmermann, 2002), measures 7-10.  
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Valence vs. Arousal

Example F
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  Figure 2.12 – Example F: Valence vs. Arousal       Figure 2.13 – Example F: Emotion Scales 

 

 

Table 2.7 – Example F: Cue Utilizations 

CUE Does this example adhere to expected cue? 

very slow tempo yes, dotted-quarter = 36-37, avg. 37 

legato articulation yes 

small articulation variability yes 

low sound level no, starts forte, goes to mezzo forte, and ends with a 

decrescendo 

dull timbre yes, it is open and dark 

large timing variations yes, it does use rubato 

reduced durational contrasts 

between long and short notes 

somewhat, uses dotted-quarter and eighth notes, but when 

the flute part has a dotted-quarter notes the constant 

stream of eighth notes is filled in with the piano part. 

slow tone attacks yes 

slow vibrato yes 

final ritardando yes 

phrase decelerando yes 

negative valence yes, participant average, -3.61, expert average -5.25 

low activity yes, participant average, -0.39, expert average -1.50 
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Musical Example G – Poulenc Sonata, Mvmt. II, m. 3-6
49

  

Click to hear Musical Example G 

SONATA FOR FLUTE AND PIANO 

Music by Francis Poulenc 

© Copyright 1958, 1992 Chester Music Limited. 

Edited by Carl B. Schmidt 

This edition © Copyright 1994 Chester Music Limited. 

All Rights Reserved.  International Copyright Secured.  

Reprinted by Permission. 

 

 

 

 

 

 

 

                                                        
 49. Francis Poulenc, Sonate pour Flûte et Piano, ed. Carl B. Schmidt (London: Chester Music Limited, 

1994), Movement 2, measures 3-6. 
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Valence vs. Arousal

Example G
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   Figure 2.14 – Example G: Valence vs. Arousal     Figure 2.15 – Example G: Emotion Scales 

 

 

Table 2.8 – Example G: Cue Utilizations 

CUE Does this example adhere to expected cue? 

very slow tempo yes, quarter = 55-57, avg. 56 

legato articulation yes and slurred 

small articulation variability yes 

low sound level yes, starts piano with no indication of changing dynamic 

throughout 

dull timbre no, because it is in the higher part of the flute range 

large timing variations yes, it does use rubato 

reduced durational contrasts 

between long and short notes 

somewhat, mostly eighth notes with a few quarter and 

dotted-quarter notes 

slow tone attacks yes 

slow vibrato yes 

final ritardando yes 

phrase decelerando yes 

negative valence yes, participant average, -3.17, expert average -1.00 

low activity somewhat, participant average, -0.65, expert average 2.00 
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Anger 
 

 The musical cues that convey the emotion of Anger are: fast tempo, staccato articulation, 

high sound level, sharp timbre, abrupt tone attacks, increased durational contrasts between long 

and short notes, sudden accents, accents on tonally unstable notes, crescendo, and large vibrato.  

Additionally, angry music tends to have negative valence and high activity.
50

   

 

 

 

 

 

 

 

                                                        
 50. Juslin and Persson, “Emotional Communication,” 223. 
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Musical Example H – Reinecke Undine Sonata, Mvmt. IV, m. 262-271
51

  

Click to hear Musical Example H 

 

 

 

 

 

 

                                                        
 51. Carl Reinecke, Sonata “Undine” Opus 167, for Flute and Piano, Movement 4, measures 262-271. 
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Valence vs. Arousal

Example H
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   Figure 2.16 – Example H: Valence vs. Arousal    Figure 2.17 – Example H: Emotion Scales 

 

 

Table 2.9 – Example H: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo yes, half = 140-146, avg. 142 

staccato articulation no, but sharp, heavier articulations 

high sound level yes, marked forte 

sharp timbre yes, high in the flute range 

abrupt tone attacks yes 

increased durational contrasts 

between long and short notes 

no, all quarter notes 

sudden accents yes 

accents on tonally unstable notes no 

crescendo yes, implicit  

large vibrato yes 

negative valence yes, participant average = -4.87, expert average -8.00 

high activity yes, participant average = 6.22, expert average 8.50 
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Musical Example I – Martin Ballade, m. 141-149
52

  

Click to hear Musical Example I 

Martin BALLADE POUR FLUTE ET PIANO 

© Copyright 1944 by Universal Edition 

© Renewed 1972 by Universal Edition A.G., Wien 

All Rights Reserved 

Used by permission of European American Music Distributers LLC, U.S. and Canadian agent for 

Universal Edition A.G., Wien 

 

                                                        
 52. Frank Martin, Ballade pour Flûte et Piano (Wien: Universal Edition A.G., 1972), measures 141-149. 
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Valence vs. Arousal

Example I
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   Figure 2.18 – Example I: Valence vs. Arousal      Figure 2.19 – Example I: Emotion Scales 

 

 

Table 2.10 – Example I: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo yes, quarter = 192-214, avg. 200 

staccato articulation yes, mixed with sharp, heavier articulations 

high sound level yes, marked fortissimo 

sharp timbre yes, high in the flute range 

abrupt tone attacks yes 

increased durational contrasts 

between long and short notes 

yes, half, dotted-quarter, quarter, eighth, and sixteenth 

notes 

sudden accents yes 

accents on tonally unstable notes not sure about tonally unstable, but yes for rhythmically 

unstable 

crescendo starts with a crescendo due to the rising line 

large vibrato yes 

negative valence yes, participant average = -4.00, expert average -7.25 

high activity yes, participant average = 8.70, expert average 8.50 
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Tenderness 
 

 The musical cues that convey the emotion of Tenderness are: slow tempo, slow tone 

attacks, low sound level, small sound-level variability, legato articulation, soft timbre, moderate 

timing variations, intense vibrato, reduced durational contrasts between long and short notes, 

final ritardando, and accents on stable notes.  Additionally, tender music tends to have positive 

valence and low activity.
53

   

 

 

 

 

                                                        
 53. Juslin and Persson, “Emotional Communication,” 223. 
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Musical Example J – Reinecke Undine Sonata, Mvmt. II, m. 96-112
54

  

Click to hear Musical Example J 

 

 

 

 

 

 

 

                                                        
 54. Carl Reinecke, Sonata “Undine” Opus 167, for Flute and Piano, Movement 2, measures 96-112. 
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Valence vs. Arousal
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   Figure 2.20 – Example J: Valence vs. Arousal      Figure 2.21 – Example J: Emotion Scales 

 

 

Table 2.11 – Example J: Cue Utilizations 

CUE Does this example adhere to expected cue? 

slow tempo somewhat, quarter = 77-87, avg. 82 

slow tone attacks yes 

low sound level yes, starts piano and gets even softer in the second half 

small sound-level variability yes 

legato articulation yes, and slurred 

soft timbre yes, mid-range, not dark, but not “edgy” 

moderate timing variations yes, uses rubato 

intense vibrato yes 

reduced durational contrasts 

between long and short notes 

no, half, quarter, and eighth notes used 

final ritardando yes 

accents on stable notes yes 

positive valence  yes, participant average = 5.65, expert average 7.00 

low activity somewhat, participant average = 1.30, expert average 1.25 
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Musical Example K – Widor Suite, Mvmt. IV, m. 87-94
55

  

Click to hear Musical Example K 

Permission to print granted by Piper Press. 

 

 

                                                        
 55. Charles M. Widor, Suite, op. 34 for Flute and Piano (Detroit: Piper Press, publication date unknown), 

Movement 4, measures 87-94. 



 

 

49

Valence vs. Arousal

Example K
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  Figure 2.22 – Example K: Valence vs. Arousal     Figure 2.23 – Example K: Emotion Scales 

 

 

Table 2.12 – Example K: Cue Utilizations 

CUE Does this example adhere to expected cue? 

slow tempo yes, quarter = 60-67, avg. 63 

slow tone attacks yes 

low sound level yes, starts piano 

small sound-level variability somewhat, small swells coincide with changes in range 

legato articulation yes, and slurred 

soft timbre yes, mid-range, not dark, but not “edgy” 

moderate timing variations yes, uses rubato 

intense vibrato yes 

reduced durational contrasts 

between long and short notes 

yes, mostly quarter notes with a couple eighth notes 

final ritardando yes 

accents on stable notes yes, no syncopation 

positive valence  yes, participant average = 5.17, expert average 5.50 

low activity somewhat, participant average = -1.35, expert average 2.25
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Musical Example L – Chaminade Concertino, m. 3-6
56

  

Click to hear Musical Example L 

Permission to print granted by the Well-Tempered Press. 

 

 

 

 

                                                        
 56. Cecile Chaminade, Concertino (Boca Raton: The Well-Tempered Press, publication date unknown), 

measures 3-6. 
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Valence vs. Arousal

Example L
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   Figure 2.24 – Example L: Valence vs. Arousal     Figure 2.25 – Example L: Emotion Scales 

 

 

Table 2.13 – Example L: Cue Utilizations 

CUE Does this example adhere to expected cue? 

slow tempo somewhat, quarter = 71-80, avg. 78 

slow tone attacks yes 

low sound level no, starts mezzo forte in flute part and piano in piano part 

with decrescendo in the end 

small sound-level variability somewhat, instructions are dolce and sans rigueur  

legato articulation yes, and slurred 

soft timbre yes, mid-range, not dark, but not “edgy” 

moderate timing variations yes, uses a bit of rubato 

intense vibrato yes 

reduced durational contrasts 

between long and short notes 

no, half, dotted-quarter, quarter, and eighth notes used 

final ritardando yes 

accents on stable notes yes, no syncopation 

positive valence  yes, participant average = 5.39, expert average 3.25 

low activity somewhat, participant average = 0.22, expert average 2.25 
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Fear 
 

 The musical cues that convey the emotion of Fear are: fast tempo, very low sound level, 

large sound-level variability, staccato articulation, large tempo variability, very large timing 

variations, fast, shallow, irregular vibrato, and sudden syncopations.  Additionally, fearful music 

tends to have negative valence and moderate activity.
57

   

 

 

 

 

                                                        
 57. Juslin and Persson, “Emotional Communication,” 223. 
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Musical Example M – Martin Ballade, m. 26-37
58

  

Click to hear Musical Example M 

Martin BALLADE POUR FLUTE ET PIANO 

© Copyright 1944 by Universal Edition 

© Renewed 1972 by Universal Edition A.G., Wien 

All Rights Reserved 

Used by permission of European American Music Distributers LLC, U.S. and Canadian agent for 

Universal Edition A.G., Wien 

 

                                                        
 58. Frank Martin, Ballade pour Flûte et Piano (Wien: Universal Edition A.G., 1972), measures 26-37. 
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Valence vs. Arousal
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  Figure 2.26 – Example M: Valence vs. Arousal    Figure 2.27 – Example M: Emotion Scales 

 

 

Table 2.14 – Example M: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo yes, quarter = 105-117, avg. 110. 

very low sound level no, forte dynamic 

large sound-level variability no, loud throughout. 

staccato articulation no, very sharp, heavy articulations 

large tempo variability yes, to let music breathe 

very large timing variations no 

fast, shallow, irregular vibrato yes 

sudden syncopations yes 

negative valence  yes, participant average = -5.65, expert average -8.75 

moderate activity high, participant average = 5.82, expert average 8.25
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Musical Example N – Dutilleux Sonatine, m. 143-151
59

  

Click to hear Musical Example N 

SONATINE POUR FLUTE ET PIANO 

By Henri Dutilleux 

Copyright © 1943 by Alphonse Leduc 

International Copyright Secured.  All Rights Reserved. 

Used by Permission 

 

 

 

 

                                                        
 59. Henri Dutilleux, Sonatine pour Flûte et Piano (Paris: Alphonse Leduc, 1943), measures 143-151.  
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Valence vs. Arousal
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  Figure 2.28 – Example N: Valence vs. Arousal     Figure 2.29 – Example N: Emotion Scales 

 

 

Table 2.15 – Example N: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo yes, quarter = 95-99, avg. 98.  Seems low, but it’s all 

sextuplets, so it’s much faster. 

very low sound level yes, starts piano with cresc. at end 

large sound-level variability yes 

staccato articulation no, slurred 

large tempo variability no 

very large timing variations no 

fast, shallow, irregular vibrato no, because notes are so fast.  

sudden syncopations yes, using accents 

negative valence  yes, participant average = -2.70, expert average -5.00 

moderate activity high, participant average = 7.65, expert average 4.75 
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Musical Example O – Burton Sonatina, Mvmt. III, m. 35-42
60

  

Click to hear Musical Example O 

SONATINA FOR FLUTE AND PIANO 

By Eldin Burton 

Copyright © 1949 by Carl Fischer, Inc. 

Copyright Renewed 

All Rights Assigned to Carl Fischer, LLC. 

International Copyright Secured. 

All rights reserved including performing rights. 

Printed with the permission of Carl Fischer, LLC. 

 

                                                        
 60. Eldin Burton, Sonatina for Flute and Piano (New York: Carl Fischer, 1949), Movement 3, measures 

35-42. 
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Valence vs. Arousal
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 Figure 2.30 – Example O: Valence vs. Arousal      Figure 2.31 – Example O: Emotion Scales 

 

 

Table 2.16 – Example O: Cue Utilizations 

CUE Does this example adhere to expected cue? 

fast tempo somewhat, dotted-quarter = 75-78, avg. 77.  Seems low, 

but subdivisions are faster. 

very low sound level no, forte dynamic 

large sound-level variability yes due to range changes 

staccato articulation yes 

large tempo variability no 

very large timing variations no 

fast, shallow, irregular vibrato no, because notes are so fast, last two measures use it. 

sudden syncopations yes 

negative valence  moderate, participant average = -0.43, expert average      

-1.25 

moderate activity high, participant average = 8.35, expert average 3.25 
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Discussion 

   
 With the knowledge of various forms of research in emotion and meaning in music and 

the results of the experiment, it is possible to determine why each musical example scored as it 

did and then isolate the musical elements that can be emphasized in pedagogy in order for those 

emotions to be expressed (see Table 1.1 on page 19).  Almost as important as seeing how the 

examples matched expected cues is seeing where excerpts do not meet expectations for each cue.  

For each example that had multiple emotions represented, analysis of these elements will show 

why that occurs as well.   

 The following discussion refers to both the musical score and the performer’s 

interpretation of each excerpt on the experiment recording.  They are in no way the definitive or 

best ways to approach each excerpt.  They are simply suggestions for eliciting certain emotions 

from each excerpt and alternative opinions are possible. 

 

Happiness   

 Example A (p. 25), measures 59-70 from Martinu’s First Sonata for Flute and Piano, 

movement III, attained positive valence and high activity scores and scored most highly in the 

emotions of Happiness and Tenderness.  Clearly participants felt this excerpt was happy as it was 

the highest scoring excerpt for that emotion.  This Happiness is achieved through a moderately 

brisk, steady tempo (m.m.~92), staccato articulation in the piano part and then later in the flute 

part, a forte dynamic, a bright timbre, fast tone attacks, the varied use of quarter, eighth, and 

sixteenth notes, and a major key.  Although scores for Tenderness were much lower than for 

Happiness, there were factors that contributed to the perception of the tender emotion including 

the use of slurs in the flute part and the sense that although the tempo is brisk, it is on the slower 

side.  Expert panelists described this example as “Ebullient” and “Energetic.”   

 Example A is in the key of F major and the melody begins on the fifth scale-degree.  

Every time the melody returns to the note F, it should have a feeling of stability or “home.”  In 

the first half of the excerpt, the slurred section, this drive to “home” will help the line move 

forward.  This section is also the more tender part of the example due to the use of large slurs, 

and therefore the use of vibrato throughout is recommended.  In the more articulated section, 

focus should be given to the change in articulation while not over-accenting staccato notes.  
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Over-accenting could result in more of an Anger emotion than Happiness.  The climax of the 

line, occurring with the high B-flat two measures before 3, does have an accent.  Again, this 

should not be heavy and should include vibrato to maintain the proper emotion.  Finally, the 

relatively loud dynamic should be maintained throughout the excerpt even through changes in 

register, so that the Happiness emotion will carry through. 

 Example B (p. 27), measures 101-111 from Dutilleux’s Sonatine for Flute and Piano, 

attained positive valence and high activity scores and scored most highly in the emotions of 

Happiness and Tenderness.  This excerpt is the opening theme of the brisk section of Dutilleux’s 

Sonatine and represents a distinct change in mood not only from the earlier slow, somber section, 

but from the agitated piano part that immediately precedes it.  This happy mood is achieved 

through a brisk, steady tempo (m.m.~104), staccato articulation, a bright timbre, fast tone 

attacks, the varied use of eighth, sixteenth, and thirty-second notes, and a major key.  The factors 

that contributed to the Tenderness emotion observed by many participants were the pianissimo, 

slurred piano part in the second half, as well as the mezzo piano starting dynamic in the flute 

part.  Expert Panelists described this example as “Spritely” and “Energetic.” 

 Example B is in the key of F major.  Like Example A, when the melody lands on the note 

F, it should feel like an arrival on a stable note.  In this excerpt, Dutilleux presents the motive 

and then displaces it by an eighth note, so that what is an offbeat in one measure becomes a 

downbeat in the next bar.  Therefore, flutists should take special care to not emphasize the 

motive in the same way each time it appears.  In measure 101, the four sixteenth-note motive 

starts on the “and” of beat one while in measure 102, the motive starts on the downbeat.  More 

weight should be placed on the beginning of the motive in 102.  In the section with thirty-second 

notes alternating with sixteenth-notes, it is important to maintain a very light articulation as to 

keep the music pushing forward at its brisk tempo and to keep the happy emotion from becoming 

heavy or more angry.  Finally, unlike many happy excerpts, this example begins mezzo piano and 

ends with a crescendo to mezzo forte, therefore the beginning emotion is more of an internal 

Happiness while the end is a more readily apparent example of Happiness. 

 Example C (p. 29), measures 20-29 from Martinu’s First Sonata for Flute and Piano, 

movement I, attained high valence and high activity scores and scored most highly in the 

emotions of Happiness and Tenderness.  This excerpt is the opening theme of Martinu’s First 

Flute Sonata and sets a happy mood which is carried throughout most of the piece.  This 
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Happiness is achieved through a moderately brisk, steady tempo (m.m.~98), a mezzo forte 

starting dynamic, a bright timbre, fast tone attacks, the varied use of quarter, eighth, and 

sixteenth notes, syncopation, and a major key.  The factors that contributed to the Tenderness 

emotion observed by many participants were the use of slurs, the lack of staccato, the section 

with a piano dynamic, and the fact that although the tempo is brisk, it is on the slower side.  

Expert panelists described this example as “Affirming” and “Light” and one stated “The 

tonality/harmony keeps this from being totally happy – it is really a mix.” 

 Example C begins in the key of E-flat major and modulates to the key of F major.  It 

features modulation, syncopation, and undulating dynamics yet still is heard as a happy example.  

Its moderate tempo, rhythmic unity of the flute and piano parts, and use of slurs temper what 

might otherwise be heard as agitated music.  Although many of the slurred passages begin on an 

upbeat, it is very important to emphasize the downbeat of the measure which follows each 

pickup.  This should occur for two reasons: for listeners to not lose track of the beat/meter, and to 

bring out the suspensions when they occur on downbeats.  This type of melody is almost 

reminiscent of Baroque music where pickups leading to suspensions on downbeats created 

emotion.  Since the Tenderness emotion is also represented in this example, flutists can 

incorporate vibrato throughout the example and use the slurs to help the music flow and to 

eliminate choppiness. 

 Example D (p. 31), measures 27-38 from Muczynski’s Sonata for Flute and Piano, 

movement 2, attained moderate valence and high activity scores and scored most highly in the 

emotions of Happiness, Anger, and Fear.  Although participants scored this example most highly 

in Happiness, I originally chose it because it sounded fearful to me; however, this excerpt does 

not score as highly in Happiness as the other “happy” examples.  Perhaps the presence of the 

other two emotions (Anger and Fear) dilutes the happy emotion’s impact.  Its Happiness is 

achieved through a brisk, steady tempo (m.m.~120), a forte dynamic in the second half of the 

excerpt, a bright timbre in the second half, fast tone attacks, and the varied use of eighth, dotted 

eighth, and sixteenth notes.  The piano dynamic, low register, and initial dark timbre in the 

beginning as well as the forte dynamic, high register, and use of accents in the second half 

contribute to the emotions of Fear and Anger.  Expert panelists described this example as 

“Energetic,” “Self-assured,” and “Active but emotionally static.” 
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 The emotions represented in Example D were 1) complex – there were three emotions 

represented, and 2) faint – no single emotion scored over a 3.00 out of 5.00.  What this means is 

that this excerpt contains many “conflicting” musical cues and is possibly more developmental 

or transitional in nature than initially believed.  Still, a developmental section should have its 

emotional content analyzed and expressed.  The happy elements – brisk tempo, crescendos to 

forte, and steady metric activity – should be emphasized.  One reason this example seems light 

and bouncy is the composer created an implied 9/8 time, but subdivided it into alternating 6/8 

and 3/8 measures.  This technique highlights the natural rhythmic hierarchy of any triple meter: 

beat one is the strongest and beat three is also strong leading back to beat one.  The angry and 

fearful elements that should be simultaneously highlighted are the piano dynamic (fear), accents 

(anger), 2:3 ratio of flute part to piano part in measures 31-32 and 37-38 (anger), and heavy 

piano part in measures 35-36 (anger).   

 

Sadness 

 Example E (p. 34), measures 1-5 from Martinu’s Sonata for Flute and Piano, Movement 

2, attained negative valence and low activity scores and scored most highly in the emotions of 

Sadness and Tenderness.  This excerpt is the opening of the second movement and its sad 

emotion is a stark contrast to the happy mood in the first movement.  The Sadness emotion is 

achieved through a moderately slow tempo (m.m.~70), legato articulation, slurred passages, 

mezzo piano dynamic, a dark timbre, use of rubato, a lack of variation in note lengths, slow 

vibrato, and a minor key.  The factors that contributed to the Tenderness emotion observed by 

many participants were the slurred note groups, horizontal motion, and dynamic swells which 

follow the melodic contour.  Expert panelists described this example as “Brooding,” “Spacious,” 

and “Mysterious.” 

 Example E is in the key of E-flat minor.  The flute and piano parts work together to 

outline chords in a “sighing” or high to low motion.  Both parts start with soft dynamics, but they 

alternate dynamic swells as they alternate moving notes.  Flutists should maintain constant 

support especially during large interval leaps.  The composer intended for the interval to be 

heard, but not to be overshadowed by a change in support.  Additionally, since there are key 

notes which are repeated in sequence (the high B-flats which are pick-ups to measures two and 

three and also the alternating E-flat to D-flat motion in measure four) each repetition should be a 
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little louder or intense than the one before.  In the context of the entire piece, the slow buildup in 

energy of the example does not decrease at the end of the example.  It is the beginning of one 

very long buildup to a climax in the piece.  Finally, since Tenderness is also to be conveyed in 

this example, one may be attentive to endings of slurs to ensure that they taper with a good sound 

and intonation.  Any abrupt endings will degrade the Tenderness emotion. 

 Example F (p. 36), measures 7-10 from Reinecke’s Ballade, attained negative valence 

and low activity scores and scored most highly in the emotions of Sadness and Tenderness.  This 

excerpt is the first entrance of the flute and sets a somber mood.  This sad emotion is achieved 

through a very slow tempo (m.m.~37), legato articulation, a dark timbre, use of rubato, a lack of 

variation in note lengths, slow vibrato, and a minor key.  The factors that contributed to the 

Tenderness emotion observed by many participants were the slurred note groups, constant stream 

of eighth notes in the flute and accompaniment, and relatively “singable” melody.  Expert 

panelists described this example as “Weary.” 

 Example F is in the key of D minor.  Even though this is a sad excerpt, it is to be played 

forte.  This is a fairly difficult task to master – playing loud and sadly – because that is not 

usually what is encountered in music.  Therefore, the use of constant support to create a smooth 

line is important.  Rubato can also help to convey Sadness but it cannot hinder the conversational 

feeling between the flute and piano part.  The piano plays eighth notes when the flute has a long 

note and vice versa, therefore entrances must be on time or else the flow will be lost.  That flow 

is also what contributes to the Tenderness emotion in this example.  Finally, the accents in 

measure 8 should not be punchy, but merely given more weight.  This type of accent will not 

disturb the Tenderness emotion. 

 Example G (p. 37), measures 3-6 from Poulenc’s Sonata for Flute and Piano, Movement 

2, attained negative valence and moderate activity scores and scored most highly in the emotions 

of Sadness and Tenderness.  This excerpt is the first statement of the theme.  It follows a short 

two measure introduction and sets the tempo for the entire movement.  The Sadness emotion in 

this piece is achieved through a slow tempo (m.m.~56), legato articulation, slurred passages, 

piano dynamic, a dark timbre, use of rubato, a lack of variation in note lengths, slow vibrato, and 

a minor key.  The factors that contributed to the Tenderness emotion observed by many 

participants were the slurred note groups, horizontal motion and forward direction, and the 
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taciturn piano part.  Expert panelists described this example as “Introspective,” “Melancholic,” 

“Bittersweet,” and “Longing.” 

 Example G is in the key of B-flat minor.  It features a pedal B-flat in the piano part which 

helps listeners hear tonic even while the flute part moves around it.  The piano part’s constant 

eighth notes create a sense of movement not found in some other sad excerpts.  When studying 

and performing this, flutists should have good communication with their pianists when using 

rubato or else the parts will not line up.  The accent at the beginning of the excerpt is not a 

punchy one, it indicates a clear entrance.  Since the tempo is established in the piano part starting 

at that point, the flutist cannot delay that entrance with an imprecise arrival.  Perhaps the element 

which could be highlighted the most in this excerpt is the use of large intervallic leaps.  Large 

intervals create emotion in music just like lifting an object creates potential energy.  It creates an 

expectation of resolution and movement for the listener and one way to perform them is with a 

“support crescendo.”  On flute, it is easy to make the mistake of playing notes with large 

differences in air pressure and support which tends to make higher notes louder than low ones 

and “stick out.”  To avoid this common mistake, in preparation for a large intervallic leap, one 

can push the air and support constantly before the arrival of the high note in order for that note to 

be eased into rather than coming out too loudly.  The note originating the leap is the one 

requiring the most energy. 

 

Anger 

 Example H (p. 41), measures 262-271 from Reinecke’s Sonata for Flute and Piano, 

Movement IV, attained negative valence and high activity scores and scored most highly in the 

emotions of Anger and Fear.  This excerpt is located in a turbulent developmental section of the 

piece.  The Anger emotion in this piece is achieved through a fast tempo (m.m.~142), sharp, 

heavy articulations, accents and abrupt tone attacks, forte dynamic, large vibrato, and a bright 

timbre.  The factors that contributed to the Fear emotion observed by many participants were the 

repetition of melodic material in the piano and flute parts and the spinning nature of the triplets 

in the piano part.  Expert panelists described this example as “Assertive,” “Powerful,” and 

“Anxious.” 

 Example H is located in a developmental and transitional section with no solid key 

center.  There are many elements to look at when preparing this excerpt which listeners rated as 
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angry and fearful.  First, flutists should feel comfortable in both the highest and lowest ranges of 

the flute and be able to quickly adjust between the two.  They should also focus on intonation in 

both ranges while playing a forte dynamic.  The tendency in this passage is to overblow and, as a 

result, play sharp.  Additionally, it is easy to emphasize the first note of the two-note slurs, 

however the composer has written accents on most of the downbeats only, so flutists should be 

certain to accent only where it is indicated.  The triplet rhythm in the piano part and the quarter 

rhythm in the flute produce a 3:2 ratio that creates a very agitated feeling.  In order to keep strict 

rhythm, both parts can simply play in half bars, or even full bars, where they will be in metric 

agreement.  Finally, even though the entire excerpt is marked forte, there is an implied crescendo 

which occurs in measure 267 due to the motive moving up a step.  The performer might choose 

to save some intensity for that implied crescendo. 

 Example I (p. 43), measures 142-149 from Martin’s Ballade, attained negative valence 

and high activity scores and scored most highly in the emotions of Anger and Fear.  This excerpt 

is the climax of a tumultuous build-up.  The Anger emotion in this piece is achieved through a 

fast tempo (m.m.~200), staccato articulations mixed with heavier articulations, accents and 

abrupt tone attacks, fortissimo dynamic, large vibrato, and a bright timbre.  The factors that 

contributed to the Fear emotion observed by many participants were the staccato off-beats in the 

piano part and quick note releases.  Expert panelists described this example as “Complex,” 

“Mature,” “Positive (not only angry),” “Anxious,” and “Freaking Out!” 

 Example I is also located in a developmental/transitional section which immediately 

precedes a flute cadenza.  This example is a climactic section with both the flute and piano parts 

at loud dynamic levels.  When playing a fortissimo high A, it is extremely important to know 

exactly where it is in tune.  Also, vibrato should be used on all notes (especially notes longer 

than an eighth note) in order to prevent the long notes from dominating the line.  What is 

interesting about this example in comparison to Example H, is that the piano part is much less 

dense.  This allows for more focus on the flute line, yet it puts even more responsibility on the 

flutist to project that angry emotion.  In the 3/4 section, flutists should be sure focus on rhythm in 

the eighth/sixteenth note passage as it is easy to degrade the rhythm into a triplet pattern.  

Finally, the emotion of Anger is characterized by staccato articulations.  Although the piano part 

has staccato articulations throughout, the flutist needs to be sure to bring them out in the 

eighth/sixteenth note section. 
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Tenderness 

 Example J (p. 46), measures 96-112 from Reinecke’s Sonata for Flute and Piano, 

Movement II, attained positive valence and moderate activity scores and scored most highly in 

the emotions of Tenderness and Happiness.  This excerpt is found in the middle of the movement 

which is otherwise very agitated and it gives listeners a calm moment before returning to agitated 

material.  The Tenderness emotion in this piece is achieved through a moderately slow tempo 

(m.m.~82), legato articulations, use of slurs, unaccented tone attacks, piano dynamic which gets 

even softer in the second half of the example, lack of syncopation, intense vibrato, use of rubato, 

and a soft timbre.  The factors that contributed to the Happiness emotion observed by many 

participants were the use of flowing triplets in the piano part and the major key.  Expert panelists 

described this example as “Dreamy,” “Pleasant,” “Introspective,” and “Sensuous.” 

 Example J is in the key of B Major.  This excerpt is characterized by a forward motion 

and that is achieved in several ways.  First, the flute line rarely includes the tonic pitch and 

phrases do not end on tonic (they end on dominant harmony with scale degree 2 in the flute line).  

This gives the sense that the music must go on in order to hear tonic.  Second, the constant 

stream of eighth note triplets in the piano part creates the flow that is associated with the 

Tenderness emotion.  Finally, in the flute part, the ties held across bar lines also create the 

feeling of needing to move forward.  Bringing out each of those elements will help to convey the 

Tenderness emotion well.  Additionally, the dynamic level is marked piano/pianissimo and both 

flutists and pianists must work to maintain those dynamics throughout without any swells.  This 

effect creates a very calm, placid feeling. 

 Example K (p. 48), measures 87-94 from Widor’s Suite for Flute and Piano, attained 

positive valence and moderate activity scores and scored most highly in the emotions of 

Tenderness and Happiness.  This excerpt is found in the middle of the movement which is 

otherwise very agitated and it gives listeners a calm moment before returning to agitated 

material.  The Tenderness emotion in this piece is achieved through a moderately slow tempo 

(m.m.~63), legato articulations, use of slurs, slow tone attacks, small dynamic swells which 

coincide with changes in range, piano dynamic, intense vibrato, use of rubato, and a soft timbre.  

The factors that contributed to the Happiness emotion observed by many participants were the 

use of syncopation in the piano part and the major key.  Expert panelists described this example 

as “Pious” and “Thoughtful.” 
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 Example K is in the key of A-flat Major.  Since this excerpt is a brief reprieve from 

tumultuous surrounding material, musicians must be careful not to make this section too slow or 

decrease the intensity too much.  Since the line moves mostly in step-wise motion and is dolce, a 

constant, steady air stream should be used.  This will create the sense of flow required by the 

Tenderness emotion.  Even though the piano part has a relatively straight-forward rhythm, with 

the proper communication and planning, rubato can be used successfully in this example, 

especially at the ends of phrases.  Finally, as in preceding examples, “support crescendos” are 

required for successfully performing large leaps.  For example, in the second to last measure, 

leaping to the high E-flat without preparing the air and support first will create a loud outburst 

and will ruin the emotional effect. 

 Example L (p. 50), measures 3-6 from Chaminade’s Concertino, attained positive 

valence and moderate activity scores and scored most highly in the emotions of Tenderness and 

Happiness.  This excerpt is the opening of the piece.  The Tenderness emotion in this piece is 

achieved through a moderately slow tempo (m.m.~78), legato articulations, use of slurs, slow 

tone attacks, small sound-level variability, lack of syncopation, intense vibrato, use of rubato, 

and a soft timbre.  The factors that contributed to the Happiness emotion observed by many 

participants were the mezzo forte dynamic and the major key.  Expert panelists described this 

example as “Content” and “With a sense of wholeness.” 

 Example L is in the key of D Major.  To bring out its tender emotion, flutists should 

focus on maintaining the dolce character even though it is written at a mezzo forte dynamic.  To 

do this, one should play with a full, open sound from the very beginning of the excerpt without 

easing into the phrase.  When the line becomes more active in measure 4, it is helpful to observe 

the instruction les triolets sans rigueur (triplets without rigor) in order to continue the calm, 

tender feeling.  As with previous examples, some rubato may be used (especially in measures 5-

6), however communication between the flutist and pianist must be in place because the pianist 

has a very straight-forward quarter-note rhythm which can be disturbed by the use of excessive 

rubato.  Finally, the slur endings should be tapered so that there is not a change in the mood.   
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Fear 

 Example M (p. 53), measures 26-37 from Martin’s Ballade for Flute and Piano, attained 

negative valence and high activity scores and scored most highly in the emotions of Fear and 

Anger.  This excerpt is found near the beginning of the piece and is the result of a slow increase 

in intensity.  The Fear emotion in this piece is achieved through a fast tempo (m.m.~110), 

syncopation, fast vibrato, and tempo variability.  The almost equally sensed emotion of Anger is 

achieved through sharp, heavy articulations, forte dynamic, high register, and lack of dynamic 

variability.  Expert panelists described this example as “Railing,” “Anxious,” “Insistent,” and 

“Obsessive.” 

 Example M is the climactic section of the introduction.  It features note clusters which are 

not in an easily recognizable key.  The important thing to remember about this passage is that it 

features mostly ascending figures.  This feature, in combination with crescendos and ultimately a 

fortissimo dynamic, creates a frenzied push to measure 36, which is the peak of that climax.  

Therefore, both the flutist and pianist must strive to never let the intensity diminish regardless of 

where the notes are in the range of the instrument.  Fearful music is usually characterized by a 

softer volume, but this music scored highest for fear because it is a bit slower than most angry 

music and there are no sharp accents used.  The articulations in this excerpt should be heavy, 

weighted, and pronounced.  In other words, the heaviness will be achieved with more air than 

tongue.  Finally, since there are longer notes featured in this example, it is imperative that vibrato 

is used throughout the excerpt.  This is sometimes difficult to do at a high volume and high in the 

range of the flute, but vibrato will add an air of passion to the piece and will make the notes 

sound richer without being too heavy. 

 Example N (p. 55), measures 142-151 from Dutilleux’s Sonatine for Flute and Piano, 

attained negative valence and high activity scores and scored most highly in the emotions of Fear 

and Anger.  This excerpt is found in the final fast portion of the piece and contrasts with the 

happy mood set forward in the beginning of the fast portion.  The Fear emotion in this piece is 

achieved through a fast tempo (m.m.~98, but the rhythm is constant sextuplets so it seems 

faster), staccato articulations in the piano part, piano dynamic in the beginning, use of crescendo 

in the second part of the example, and accent syncopations.  The main factor that contributed to 

the Anger emotion observed by many participants was the dramatic crescendo and increase in 
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intensity at the end of the example.  Expert panelists described this example as “Instability,” 

“Uneasiness,” and “Suspense.” 

 Example N is structured more on linear chromaticism than key in this particular part of 

the piece.  The piano part repeats a basic sequence four times – the first two times are identical 

and the third and fourth times are transposed up an augmented fourth and up an additional 

augmented fourth again respectively.  The flute line has a series of chromatic neighbor tones 

which ascend throughout the excerpt.  This ascending chromaticism as well as its pairing with a 

final crescendo give the example a very uneasy feeling.  Accents in the flute part are placed on 

different beats throughout the example, making listeners lose a sense of meter and adding to that 

uneasy, Fear emotion.  Technically speaking, it is very important for the flutist and pianist to 

maintain piano and pianissimo dynamics in order for the flute accents to be heard.  This dynamic 

control helps make the crescendo at the end more dramatic as well as making it easier for the 

flutist to use only two breaths for the passage.  Finally, pianists should maintain the staccato 

articulation throughout, especially during the crescendo, in order to keep the fearful emotion.  If 

notes get too heavy, Anger may be perceived more than Fear. 

 Example O (p. 57), measures 35-42 from Burton’s Sonatina for Flute and Piano, 

Movement III, attained moderate valence and high activity scores and scored most highly in the 

emotions of Fear, Anger, and Happiness.  This excerpt is found near the beginning of the 

movement and follows a relatively happy section.  The Fear emotion in this piece is achieved 

through a moderately fast tempo (m.m.~77, but the rhythm is constant sextuplets so it seems 

faster), staccato articulations, large dynamic shifts due to range changes, and syncopations.  The 

main factors that contributed to the Anger emotion observed by many participants were the forte 

dynamic and high register.  Additionally, these factors contributed to the Happiness emotion that 

was also reported.  Expert panelists described this example as “Not naively happy but positive” 

and “Anxious.” 

 Example O is neither major nor minor and this ambiguity may account for the multiple 

emotions sensed in the music.  Although this excerpt scored highest in Fear, its high scores in 

Anger and Happiness indicate that there are conflicting musical cues in this piece.  To ensure 

that Fear is the predominant emotion heard, flutists must strive to use very crisp, staccato 

articulation throughout.  To achieve this, one may first practice the excerpt slowly using only 

“air” articulations, or by not using the tongue and articulating with only puffs of air.  This 
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technique will help the flutist to not rely on the tongue so heavily.  When the tongue is 

reintroduced, tonguing will be crisp, light, and quick which is exactly what is needed for the 

excerpt.  In the last two measures, the flutist must be sure to include shallow, fast vibrato on all 

eighth notes and longer.  This is also a contributor to the emotion of Fear.  The forte dynamic 

throughout is common to both Anger and Happiness.  Maintaining that dynamic in the low 

register requires a flexible embouchure and constant support.  Finally, the way that the flute and 

piano parts work together to create a lilting feel, dilutes the Fear emotion.  It is in understanding 

how musical elements like this contribute to our emotions that we begin to realize how complex 

the emotions generated by music can be. 

 

Further Study 

 This experiment was just one in a line of studies that could be conducted using many of 

the same elements.  As with any experiment, it is important to limit variables so that one can 

attribute results to certain experimental factors.  One sources of error in this experiment was 

participants’ unfamiliarity with the graphs and scales.  Although a brief introduction and set of 

instructions was given to each participant, it is possible that participants could have received 

more training in order to feel confident in filling out the forms.  In addition, one could say that 

the emotions conveyed in the recording were those of the person playing and not those contained 

within the music.  This error was considered when planning the experiment; however, if MIDI or 

electronic musical examples had been played, there would have been a loss in the experiment’s 

application to “real world” scenarios.   

 Future experiments might address those sources of error as well as test more variables 

including: multiple performers, a wider range of participants’ musical education, more harmonic 

variables (major and minor modes), more descriptive adjectives from which to choose and assign 

to each excerpt, and focusing on many excerpts within one emotional category and exploring the 

differences among them.  One of the benefits of research, of any kind, is that as one question is 

answered, many more arise! 
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CHAPTER 3 

 

PEDAGOGY 

 

Teaching Musical Expression 

 
 Clear task definition is the top priority when teaching anything, including musical 

expression.  If a teacher can identify and communicate exactly what he or she wants a student to 

do, the student is more likely to understand what is expected and the probability of frustration on 

the part of both teacher and student will be reduced.  For example, imagine a line consisting of 

constant triplets, with a student accenting the first note of each grouping, thereby creating a 

disjointed line.  An alternative to demonstrating the correct way to play the passage, or saying, 

“Play it smoother.” or “like a piece of smooth glass” or “play tenderly,” would be for a teacher to 

specifically identify the physical problem with the student’s playing.  The teacher could instruct 

the student that he or she is accenting the beginning of each triplet group which is creating an 

undesired heaviness and pulse.  The teacher could then offer physical solutions such as, 

“Maintain a constant airstream throughout without pulsing the air at all,” or, “Place a small 

crescendo under the line to ensure that you blow a constant stream of air.”  Once it is clear that 

the student understands the problem and what he or she can do to improve (and the teacher 

begins to hear this improvement), the next step could be practicing some aural modeling or 

providing some metaphors or imagery to help the student remember that goal.  As discussed 

earlier in the treatise, the point of this style of teaching emotion is not to eliminate the very 

useful methods of modeling and imagery, but to supplement those methods with more physical 

goals.   

 It is difficult to find musical examples that fall clearly into one emotional category and no 

others.  The emotional spectrum includes thousands of variations of the five emotions described 

in this treatise as well as others.  Teaching emotional expression can adhere to the following 

basic approach.  It is important to note that as the cues change within a piece, the emotion should 

be reevaluated.  Emotions can change from phrase to phrase or even more frequently.   
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Experimental Perspectives 

 When analyzing a phrase to determine its mood, the following chart may be used 

determine how each musical cue is applied in the piece.  Students can circle the appropriate 

answer for each cue and after completing the chart, one or more emotions should have a majority 

of cues circled.  An important point is that in the chart below, not all aspects can be immediately 

derived from the musical score (such as vibrato and rubato).  This process is cyclical; meaning 

that it may need to be repeated many times as one decision may affect some other aspect of the 

music or certain cues’ appropriateness will be revealed through “testing.”   

 

 

Table 3.1 – Musical Cue Worksheet 

Cue Happiness Sadness Anger Tenderness Fear 

Tempo Fast Very Slow Fast Slow Fast 

Articulation Staccato Legato Staccato/Accented Legato Staccato 

Varied 

Articulation 
Yes No Yes No Sometimes 

Sound 

Level 
High Low High Low Very Low 

Timbre Bright Dull Sharp Soft Variable 

Tone 

Attacks 
Fast Slow Abrupt Slow Fast 

Varied Note 

Durations 
Yes No Yes No Sometimes 

Rubato No Yes No Moderate Yes 

Vibrato Fast Slow Large Intense 
Fast, 

Shallow 

Final 

Ritardando 
No Yes No Yes No 

Accents 
Yes, on 

stable notes 
No Sudden 

Yes, on 

stable notes 
Syncopations

Valence High Negative Negative Positive Negative 

Activity High Low High Low Moderate 

 

 

 Once an emotion has been loosely assigned to a phrase, the next step is to practice the 

phrase with the emotion in mind.  If it feels like the right fit, then one might choose to bring out 

the cues that create that create emotion even more.  If the emotion does not seem to apply to the 

example, determine why.  Sometimes, there are cues that “taint” an emotion.  For example, 

Example A (p. 25) scored very highly for happiness because it fulfilled the expectations of 
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musical cues for the happiness emotion; however, its legato, slurred articulation in the beginning 

“tainted” that happy emotion and added a sense of calm, reflection, and tenderness to the phrase.  

Situations like this provide opportunities for musicians to derive and highlight complex 

variations of emotions from the music.  The process could be approached in reverse (starting 

with the complex emotion and converting it into sound) but research has shown that physical 

cues are easier for students to apply to their music than the conversion of descriptions or 

emotions into physical cues.   

 Although the five basic emotions that have been most researched provide a good starting 

point for knowing what to focus on physically, there can be multiple emotions represented within 

a phrase, and students should consider finding exactly the right emotion to describe the phrase.  

A good source of descriptive words comes from Kate Hevner’s adjective clock used in her 1930s 

studies (see Figure 3.1).   
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Figure 3.1 – Hevner Adjective Clock

61
 

 

 

 Using this clock, one could look at the adjectives in category six (which contains 

“happy”) and the categories surrounding it to find a better word to describe example A.  It is 

important to remember that these categories were created by Hevner and were not statistically 

generated so one may choose to glance at all of the words to make sure each is considered.  For 

Example A, one might choose to describe it as “graceful” in the first half and then “playful” or 

“whimsical” in the second half.  Addressing all of the musical cues, especially valence and 

arousal, will guide a player to the best adjective to describe an excerpt.  The emotions Anger and 

Fear are not listed on Hevner’s adjective clock.  Anger could be assigned to either category 7 or 

8 and Fear could be assigned to either category 1 or 2. 

                                                        
 61.  Kate Hevner, “Experimental studies of the elements of expression in music,” The American Journal of 

Psychology 48, no. 2 (1936): 249. 
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 Another interesting part of the experimental research that can be incorporated into 

performance is John Sloboda’s research into physical reactions to music including tears, shivers, 

and increased heart rate.  If one is playing a particular piece of music with the elements that 

create these physical reactions, then he or she could emphasize those elements even more.  For 

example, according to Sloboda’s research, melodic appoggiaturas and melodic or harmonic 

sequences may produce tears in listeners.  Melodic appoggiaturas, new or unprepared harmonies, 

and sudden dynamic or textural changes may produce shivers.  Sudden dynamic or textural 

changes, repeated syncopation, or prominent events occurring earlier than prepared for may 

cause the heart to race.  Knowing what musical events can create both emotional and physical 

responses in listeners is a powerful tool to have at one’s disposal when performing a piece of 

music. 

 As teachers, we give so much information to our students: where to breathe, how to 

articulate, which fingerings are best, etc.  Once students are acclimated to thinking about the 

technical aspects of playing with emotion, they will have the opportunity to determine physical 

goals on their own.  If more responsibility is placed on students to try to articulate what is needed 

to shape any given musical line, they can begin to develop their own thought processes and gain 

independence as students and ultimately professional musicians.  It is difficult to watch a student 

struggle to find the right words, but that struggle can either happen while the student is still 

studying with a teacher, or it can happen once the student is on his or her own.  It seems that 

some uncomfortable silence is a small price to pay to help create an independent musician. 

 

Theory Perspectives 

 Since the absolutist/referentialist debate is such a fierce one in the field of music theory, 

it may be interesting to bring it up with students.  Some students may have never thought about 

where the meaning in music comes from, but it will certainly spark some thought-provoking 

conversation.  There is no reason why a single person cannot adopt the ideas of both sides for 

different compositions or even parts of a composition.  If there is a particular harmony that defies 

all expectation, students could bring it out for that reason (absolutist).  If in another passage in 

the piece, the student hears sadness or love that is acceptable as well.  Being able to get students 

to think about each passage reminds them that music-making is an active process. 
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 Regardless of whether one is drawn to either side of that debate, the use of expectation or 

defiance of expectation is another useful tool for musicians.  Sometimes, listeners need to hear a 

piece of music multiple times to be able to pick up on many of the nuances in the music.  It is 

possible that music contains too much information to be processed in one session, or even one-

hundred sessions of listening; however, it is also possible that musicians could do more to 

highlight important features in the music to make it easier for listeners to absorb more 

information.  The perfect example, provided by David Huron, is the deceptive cadence, or the 

movement from dominant (V) harmony to the unexpected submediant (vi) harmony.
62

  Without 

analysis and without a solid ear for hearing harmonies, a musician could destroy an opportunity 

for creating emotion in music by just blasting through this harmonic progression.  A more 

thoughtful performance would be for the performer to grow in intensity through the dominant 

harmony as if to play the tonic chord, only to at the last second play a softer submediant chord, 

audiences will pick up on that deviation from expectation and they may experience chills, or 

smile, or cry. 

 As Kendall Watson proposed, where there is a behavior there is a “behaver.”  Where we 

hear different emotions in music, one can make the assumption that there is an imaginary 

persona either creating or experiencing those emotions.  After technical aspects have been 

addressed, a fun way to keep music fresh, may be to assign students to come up with imaginary 

characters for each section of the music.  When an imaginary character’s name or description is 

written above the particular phrase he/she/it represents, it helps students remember exactly what 

emotion they want to convey.  In pieces that have quickly changing emotions, this can be a very 

useful tool for mentally organizing these emotions. 

 Performers love getting a reaction from an audience; however, when a program is full of 

contemporary or largely unknown pieces, it can be exhausting or over-stimulating for audience 

members.  This is not to say that contemporary programs shouldn’t be performed, but it is 

important to remember that most listeners attend concerts to have an emotional experience.  One 

of the ways an audience member can have an emotional experience is if they hear something 

familiar.  As proposed earlier, familiar music not only creates expectations not found in first-time 

listeners, it also brings up memories and extra-musical associations with the last time the piece 

                                                        
 62. Huron, Sweet Anticipation, 262. 
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was heard.  Even in a contemporary recital, there are opportunities to bring familiarity to the 

program, in the form of little preludes, interludes, encores, or contemporary arrangements of “old 

favorites.”  Additionally, by introducing contemporary pieces with a few words on the music, 

performers can help audience members pick up on interesting moments in the music or relate the 

music to something with which they are familiar.   

 

Performance Perspectives 

 It is important to help students realize early in their studies that music performance is not 

only enjoyable, but also mentally and technically demanding.  Teachers do students a disservice 

when they frequently allow them to “pass off” a piece when it is clear that not enough time was 

spent in properly learning the piece.  This is not to say that students have to be perfect, but when 

a teacher identifies a level-appropriate goal which needs to be achieved, it is in that circumstance 

when students need to have focused practice and work through obstacles to reach that goal.  We 

all know that poor sound, technique, articulation, vibrato, and intonation are not going to 

improve without focused practice.  If students understand this concept, it will serve them well in 

their future endeavors as performers. 

 At a workshop at the National Flute Convention, a flutist spoke on how to prepare for 

orchestral auditions.  She proposed a six-week long rigorous training schedule that assumed the 

flutist was already comfortable with all of the excerpts on the audition list.  The detail with 

which she talked about practicing elicited gasps of horror from the room full of “professional” 

flute players.  For seasoned musicians who are not used to this level of commitment to practice, 

her suggestions seemed unfathomable; however, younger students in the room seemed eager to 

begin this meticulous training. 

 Arthur Weisberg’s previously cited statement rings true here; if composers only notate 

thirty percent of what a composition should sound like, then mastering that portion should equal 

about thirty percent of the total time spent learning the piece.  Students often do not fully realize 

that once the notes are learned, an effort must be made to become more intimately familiar with 

the piece.  Students should strive to be able to articulate the character of every phrase and how to 

physically achieve that character.  They should be able to state how every melodic note functions 

in terms of its supporting harmony.  They should make themselves familiar with the composer as 

a human being by doing research and listening to other compositions by that composer.  Training 
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to be a professional musician is the same as training to be a professional athlete, the movements 

are just smaller. 

 As teachers, providing a logical order for learning to play with emotion is 

important.  David McGill’s model for emotional expression,  

GRAMMAR  PHRASING  EXPRESSION  EMOTION  FANTASY, provides 

an easy-to-remember system which can be molded to each teacher’s tastes and style.  

GRAMMAR includes all types of analysis including harmonic analysis, rhythmic 

analysis, melodic analysis involving identifying chord- and non-chord-tones, and motivic 

analysis.  PHRASING involves piecing those motives together into large chunks with 

clear cadences and determining how the air will be spent (if applicable) as well as the 

direction or goals and climaxes of each line.  EXPRESSION takes into account all of 

those stylistic notated and implicit gestures (articulations, accents, dynamics, etc.) which 

help give each phrase character.  This also requires historical research to determine any 

applicable performance practices.  EMOTION is the feeling created by the expression 

and phrasing.  It is possible for emotion to linger or be fleeting; a good goal is to address 

emotion in every phrase just to make sure that as a performer, one is aware of even the 

most subtle changes in emotion.  At this point in the process, a performer might choose 

to cycle back to expression and then to emotion.  Expression marks and gestures do 

create emotion, but at the same time, an emotion influences how music is expressed.  

Finally, FANTASY is truly what musicians strive for.  It is the fusion of the focus 

required to pull all of the elements together and the emotional release of the music as if at 

a higher level of consciousness.  These moments do not occur often, but when they do, it 

makes all of the work worthwhile. 

 Just as learning notes and rhythms is not the goal of music, all of the hard work 

involved with performing is also not the goal of music.  The goal is to communicate and 

share a common experience through music.  Music is a personal way of connecting with 

other human beings, regardless of language, and it is a privilege to be called a 

professional in such an important field. 
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Summary of Plan for Teaching Musical Expressivity 

 1) Start by focusing on physical goals to create certain sounds, then incorporate aural 

modeling, imagery, metaphors, and other creative descriptors. 

 2) Remind students about the thirty percent “rule” and that high-level performance 

requires a great deal of thought and training. 

 3) Use the musical cue worksheet to identify which general emotion or emotions are 

featured in a particular musical phrase.  Reevaluate frequently as emotions can change from 

phrase to phrase or even more frequently. 

 4) Use the Hevner adjective clock to try to isolate emotions which best describe the 

character of the phrase. 

 5) In thinking about the meaning of each phrase, think about whether the meaning is 

intra- or extra-musical.  When looking at the intrinsic meaning of music, look for moments 

where expectation is defied and where physical reactions such as “chills” can be elicited. 

 6) When looking at referential meaning in music, assign different emotions and 

characters or “behavers” to each section.  Also, use any familiar music to your advantage in 

eliciting an affective response from the audience. 

 7) Follow David McGill’s model for emotional expressivity to tie all concepts together.  

GRAMMAR  PHRASING  EXPRESSION  EMOTION  FANTASY 
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CONCLUSION 

 
 In this treatise, I have shown how music research, from many perspectives, can benefit 

performers’ understanding and performance of music.  I have also used some of this research to 

propose a method for teaching emotional expressivity in music.  One of the most exciting things 

about this area of research is that it is changing quickly with many new studies every year.  This 

treatise simply reveals a snapshot of some of the research conducted thus far and some 

conclusions that may be drawn from it.  It is my hope that readers will use it as a springboard for 

performing their own research using the most up-to-date materials possible. 

 Although this document diagrams a method for teaching emotional expressivity in 

performance, its adoption into mainstream music education will rely on future studies on the 

application of this method in private lessons.  This type of research will take many years to 

design, implement, and verify, but teaching music on this level takes time.  Only with multiple 

teachers teaching flute students of varying degrees of experience will the ideas presented in this 

paper be solidified, modified, or discarded.   

 This treatise has explored affective responses to music from a flutist’s perspective, 

however this topic is important to all musicians and therefore, it will benefit greatly from input 

by a wide variety of musicians.  Additionally, the composer’s perspective will add another 

dimension to research on this topic.  Since music usually originates with a composer, 

understanding his or her emotions and ideas and how they were transformed to music would help 

performers when they begin to translate the music back into emotions and ideas.   

 As many professors have explained to me, this treatise is not my final product; it is 

simply my “opus 1.”  I am looking forward to reading more, performing more research, and 

implementing my ideas in my own studio.  My deepest hope is that readers will be inspired to do 

the same. 

 



 

 

81

APPENDIX  A 

 

EXPERIMENT CONSENT FORMS 

 

Human Subjects Committee Approval Letters 
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Participant Consent Form 
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Expert Panel Consent Form 
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APPENDIX  B 

 

PERMISSION TO REPRINT SCORES 

 

Musical Examples A, C, D, and E – Martinu Sonata and Muczynski Sonata 
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Musical Examples B and N – Dutilleux Sonatine 

 

 
 

Musical Example F – Reinecke Ballade 
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Musical Example G – Poulenc Sonata 

 

 
 

 
 



 

 

90

Musical Examples H and J – Reinecke Sonata 

 
The Reinecke Sonata is within the public domain and I created a Finale version of the work. 

 

Musical Examples I and M – Martin Ballade 
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Musical Example K – Widor Suite 

 

 
 

Musical Example L – Chaminade Concertino 
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Musical Example O – Burton Sonatina 
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