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Music theory distinguishes between two types of meanings that music
can impart: (1) embodied meaning, which is purely hedonic, context
independent, and based on the degree of stimulation the musical sound
affords, and (2) referential meaning, which is context dependent and
reflects networks of semantic-laden, external world concepts. Two stud-
ies investigate which (if either) of these background music meanings
influence perceptions of an advertised product and when. Findings sug-
gest that people who engage in nonintensive processing are insensitive
to either type of meaning. However, more intensive processors base their
perceptions on the music's referential meaning when ad message pro-
cessing requires few resources, but they use the music's embodied

meaning when such processing is relatively resource demanding.

Distinguishing Between the Meanings of
Music: When Background Music Affects
Product Perceptions

Imagine listening to a radio advenisement for a travel
agency. Would your perception of the agency's ability to
provide dependable, hassle-free .service differ if the muted
music in the background of the advenisement were .sedate
rather than energetic? Relevant to this issue, extant research
suggests that background music can communicate panicu-
lar meanings or as.sociations. One bcxiy of work indicates
that music can affect the favorableness of people's feelings
and moods (e.g., Alpen and Alpen 1990). We refer to the
sheer favorableness of the feelings evoked by music's
sounds as its "embcxiied meaning." Other research points to
the semantic meanings that music can bring to mind (Boltz
2001; Hung 2001). We call this music's "referential mean-
ing." In this anicle. we (1) elucidate the make-up of these
two types of music-impaned meaning and (2) distinguish
between them. More imponant. we develop theory and
investigate when each of these potentially ccexisting forms
of musical meaning is likely to shape people's pereeptions
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of focal prcxiuct content discussed in a music-accompanied
ad message.

In accordance with Meyer (1994). a top scholar ofthe pwy-
chology of music, we adopt a holistic versus an elemental
approach to studying music. Specifically, we examine two
relativistic collative aspects of music that vary its stimulation
px)tential (i.e.. its embcxiied meaning): the degree of energy
(Experiment 1) and the degree of novelty (Experiment 2)
afforded by the musical sound. We begin by elucidating the
two types of meaning that music is believed to confer.

THE MEANINGS OF MUSIC

One theory contends that music's embodied meaning can
arise from the pattems or relationships between pattems
embcxiied within a given work of music (Famsworth 1969:
Meyer 1994). Embcxiied meaning refers to the hedonic
value or positive feelings that may emerge simply from the
sounds within the music (Radcey and Boyle 1997). As such,
it is independent of the context in which the music cxcurs
and any semantic content that the music may evoke.

What produces this embodied meaning? In general,
greater positive hedonic value emerges when a moderate
versus a high or a low level of stimulation is prompted by a
stimulus such as musical sound (see North and Hargreaves
1997).' Such stimulation can emerge as a result of any of

'Positive feelings also can emerge from semantic asscxiations prompted
by the music (e.g.. nostalgic associations with a song, associations with a
song"s composer or performer). However, these do not constitute embodied
meaning, because they result from context-dependent conceptual asscx:ia-
tions with rather than stimulation embodied within the musical .sounds.
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several collative or structural propenies of music (e.g..
Dowling and Harwood 1986: Hargreaves 1984). One prop-
eny is the energy afforded by the musical sounds (Radcxry
and Boyle 1997). More energetic music has a fa.ster tempw.
more abbreviated percussive sounds, and a more repetitive
rhythm, whereas the opposite of each of these qualities
defines sedate music (Gaston 1968). Indeed, research veri-
fies that mcxierately energetic music heightens stimulation
and thus positive hedonic value (Stout and Leckenby 1988).
A second such collative propeny of music is the degree of
novelty the musical sound manifests (Gaston 1968). A song
performed in a style that deviates moderately from the norm
heightens stimulation and thus pxjsitive hedonic value (Har-
greaves and Casetell 1987: Simonton 2001).

A second theory fcKuses on music's referential meaning
(Meyer 1994: Radocy and Boyle 1997). Referential mean-
ing is independent of music's embodied meaning but is
likely to ccexist with it (Famsworth 1969). Unlike embcxi-
ied meaning, it is context dependent, obtaining meaning
from the network of descriptive associations
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meaning, which only mcxlestly reduces resource demands,
nonintensive ad prcx:essors may be insensitive to either
meaning impaned by the low-salience music. Instead, they
may base their prcxiuct perceptions on peripheral cues asso-
ciated with the verbal ad data because such data are more
salient, accessible, and seemingly more diagnostic than the
music. More specifically, nonintensive ad prcKessors may
base their perceptions on inferences from superficial, exe-
cutional aspects of the salient message, such as the expres-
siveness or clarity of the speaker's voice, the perceived pro-
fessionalism of the ad execution, and so on.

We conducted two studies that examine whether and
when people's prcxiuct perceptions are influenced by either
the referential or the embcxiied meaning of background ad
music. Experiment I explores this issue using music that
varies in energy level.

EXPERIMENT 1: OVERVIEW AND HYPOTHESES

Exp)eriment 1 used a target radio advenisement for a
travel agency and measured the intensity of recipients' pro-
cessing using a need-for-cognition (NFC) scale. The verbal
ad message varied in format, thus altering the level of
resources required to process it. It was delivered in either a
lecture or a drama format: the former demanded fewer
resources (Wells 1989).

One of two executions of the same unfamiliar melody
was embedded in the ad background at a low volume. One
execution was pterformed in a mcxierately stimulating,
energetic manner, whereas the other was performed in a
more sedate fashion. We used these two executions
because each should relay embcxiied and referential mean-
ings with opposite valenced implications in relation to a
critical dependent measure. This measure assessed prcxiuct
perceptions and was selected strategically so that it pos-
sessed greater semantic overlap with the referential mean-
ing ofthe sedate music execution (i.e., calm contemplation
versus excited frivolity), but the sedate execution pos-
sessed a less favorable embcxiied meaning than did the
other more energetic execution. This opposition was essen-
tial because it enabled us to discem which of the altema-
tive music execution's two meanings recipients used and
when.

On the basis of our theorizing, we anticipated a three-
way interaction among NFC, ad message format, and ad
background music on the critical perception measure that
assessed the dependable, hassle-free serv ice offered by the
travel agency. When the ad message was delivered in a
low-resource-demanding lecture format, we expected
intensive prcKessors to base their perceptions of depend-
able, hassle-free service on the background music's fairiy
taxing referential meaning. Because the sedate music's
referential meaning (i.e., calm, contemplative activity)
posses.sed greater semantic overlap with the notion of
dependable, hassle-free service than did the energetic
music's referential meaning (i.e.. excited frivolity), we
expected that high-NFC people would perceive the
agency's service on this dimension as greater when the ad
background featured the sedate rather than the energetic
music. Conversely. high-NFC people who received the
high-resource-demanding drama format should base their
service perceptions on the music's simpler, embodied

meaning. Thus, the more favorable embcxiied meaning of
the energetic versus sedate music should transfer to per-
ceptions of the travel agency's dependable, hassle-free
service.

H|j When the ad message is delivered in a lecture format, high-
NFC people perceive that the travel agency provides more
dependable, hassle-free service when the background
music is sedate than when it is energetic. When the ad mes-
sage is delivered in a drama format. high-NFC people per-
ceive such service to be greater when the background
music is energetic than when it is sedate.

We reasoned that low-NFC people would be insensitive
to the low-salience background music because its intensity
may fall below such p>eople's prcx;essing threshold. How-
ever, if low-NFC people discem and base their perceptions
on the music's embodied meaning, their perceptions of the
travel agency's dependable, hassle-free service should be
greater when the ad background features the mcxierately
stimulating and hedonically more favorable energetic music
than when it features the sedate music. Nonetheless, we
propose that low-NFC people base their perceptions on
peripheral, executional features associated with the more
salient ad message: this is a view that fits with data showing
that, in general. low-NFC people base their assessments on
relatively salient peripheral cues (e.g.. Haugtvedt and Petty
1992). Evidence in suppon of our thesis will occur if low-
rather than high-NFC people produce more thoughts about
the executional characteristics of the verbal message. We
review and summarize the theoretical logic underlying all
of our perception predictions in Figure 2.

H|(,: Low-NFC people ba.se their perceptions of the travel
agency's serv ice on peripheral, executional aspects of the
ad message; thus, there are no treatment effects on their
perceptions of the travel agency's dependable, hassle-free
service. Rather. low-NFC people report more thoughts
about peripheral, executional aspects of the ad message
than do high-NFC people.

We examined ad recipients' thoughts and recall for evi-
dence of the role played by the music's referential and
embodied meanings. We anticipated a three-way interaction
among NFC. ad message format, and background music on
recipients' thoughts and statements reponed in their recall
(hereinafter called "recall remarks") that reflected each of
the referential concepts implied by the altemative back-
ground music executions (e.g., calm contemplation for
sedate music and excited frivolity for energetic music). A
small and uniform number of such responses should be pro-
duced both when people's NFC is low and when it is high,
but the drama ad message places heavy demands on
resources. However, treatment effects should be evident
among high-NFC people who receive the low-resource-
demanding lecture format. In this condition alone, ad recip-
ients should discem the background music's referential
meaning and prcxiuce more thought and recall remarks that
are related to it. Thus:

H-.: When the ad message is delivered in a lecture format, high-
NFC people produce more thoughts and recall remarks that
pertain to (a) calm, contemplative activity when the adver-
tisement features sedate music than when it features ener-
getic music and (b) excited, frivolous activity when the
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Figure 2
SUMMARY OF THE DETERMINANTS AND ASPECTS OF AD COMPONENTS USED IN FORMING PERCEPTIONS
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advertisement features energetic music than when it fea-
tures sedate music. However, no treatment effects emerge
when people's NFC is low and when it is high and the ad
message is in a drama format.

To capture people's sensitivity to the music's simpler,
purely hedonic embcxiied meaning, we assessed net positive
thoughts about the ad music. If. as we anticipated, intensive
ad prcx;essors base their prcxiuct perceptions on the music's
embcxiied meaning only when the advenisement appears in
a more-resource-demanding drama format, when they
receive the drama format, such people should generate more
net positive thoughts about the ad music when the back-
ground music is energetic than when it is sedate. Thus, we
anticipate the following three-way interaction:

H3: When the advertisement is delivered in a drama format.
high-NFC people prcxiuce more net positive thoughts about

i-: the background music when the advertisement is accompa-
.. nied by energetic music than when it is accompanied by

sedate music because the fonner should impan a more
favorable embodied meaning. However, treatment effects
are absent when people's NFC is low and when it is high
and the ad message is delivered in a lecture format.

Experiment I . .•

Stimuli. We developed two filler radio advenisements and
a target advenisement for a travel agency. We recorded all
the adveni.sements professionally in a recording studio, and
we used professional talent.

We created two versions of the target advenisement's
verbal message. Although each version relayed the same

infonnation using nearly identically worded statements,
they differed in the resources needed to prcx;ess the infor-
mation. Extant research indicates that prcx:essing messages
delivered in an episcxiic. storylike drama format rather than
a straightforward lecture format is more resource demand-
ing (Peracchio and Meyers-Levy 1997; Wells 1989). Thus,
one version of the travel agency advenisement relayed the
message in a lecture format in which a single announcer
delivered a monologue about the prcxiuct. The second ver-
sion relayed the same information in a drama format in
which people conversed about the prcxiuct.

To verify whether the drama message format was more
demanding to prcx;ess than the lecture message format or
whether the two ad formats were equally involving. 21
people listened to either the lecture or the drama version of
the travel agency adveni.sement without any music. Respon-
dents rated three items (from 1 = "not at all" to 7 =
"extremely") on both their ad involvement (i.e., involved.
prcx:essed carefully, and motivated: « = .82) and how
resource demanding the ad prcKessing was (i.e., difficult to
understand, expended a lot of effon to comprehend, and
hard to grasp; oc = .86). Ad involvement was comparable
across format conditions (mean = 5.12 and 5.57; p > .30).
but the drama format was perceived to be more resource
demanding (mean = 1.70) than was the lecture formal
(mean = 1.20; F(l, 19) = 5.11,;>< .05).

We used two versions of an instrumental title song from a
little-known 1977 movie in the target ad background; we
played the songs at a constant low volume. In accordance
with the definitions we provided previously, one execution
was performed in a mcxierately energetic way and the other
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EXPERIMENT 1: EFFECT OF NFC, MESSAGE FORMAT AND

BACKGROUND MUSIC ON PERCEPTIONS OF DEPENDABLE,

HASSLE-FREE SERVICE

Lecture Drama
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Lecture Drama

High NFC

I Sedate
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A three-way interaction among NFC, ad message format,
and background music also emerged on respondents' recall
remarks (F = 5.12. p < .05). but not on their thoughts, that
tapped the energetic music's referential meaning (ps, > .24).
Nonetheless, planned contrasts suppx)ned our hypxithe.ses on
both measures. No treatment effects emerged on either
measure when respondents' NFC was low (Fs < 1) or when
it was high and the ad message was presented in the more-
resource-demanding drama format {ps > .79). However.
high-NFC respx)ndents who heard the ad message in the
less-resource-demanding lecture format generated more
thoughts (F = 12.73, p < .001) and recall remarks (F =
16.05, p < .001) that reflected a referential meaning of
excited frivolity when the advenisement featured the ener-
getic rather than the sedate background music.

Embodied meaning and peripheral cue indicators.
Respondents' net positive thoughts about the background
music, which we expected to capture sensitivity to the
music's embcxiied meaning, revealed no treatment effects
(ps > .14). Such null effects may have occurred simply
because respondents generated a paucity of thoughts about
the ad music as a result of its unfamiliar tune and low vol-
ume. Nevertheless, respondents' thoughts about the periph-
eral, executional characteri.stics of the verbal message,
which we expected to reflect their sensitivity to and use of
peripheral cues associated with the verbal message,
revealed the anticipated NFC main effect (F = 11.02, p <
.001). That more of such thoughts were generated by low-
(M = 2.17) than high- (M = 1.22) NFC respondents sup-
pons the view that low-NFC people may base product per-
ceptions on these peripheral, executional features ofthe ver-
bal message.

Discussion - , -

The results of Experiment 1 suppon the notion that ad
background music communicates two types of meaning;
embcxiied and referential. Which, if either, meaning people
use when forming their perceptions seems to depend on two
factors; the intensity of ad recipients' prcKessing and the
resource demands of the ad message. If such demands are
high, this can usurp resources otherwise used to discem the
music's more taxing referential (versus embodied) meaning.

Our data indicate that when respondents used non-
intensive processing, they were insensitive to either mean-
ing implied by the advenisement's muted background
music, presumably because available resources were below
the threshold level required to discem even the music's less-
resource-demanding embodied meaning. In such cases,
respondents appeared to use peripheral, executional aspects
of the more salient verbal message to form their
perceptions.

However, ad recipients exhibited sensitivity to altemative
meanings of the background music when they engaged in
more-resource-intensive ad processing. Intensive processors
discemed and used the ad background music's referential
meaning to form their product perceptions when the focal
message was presented in a lecture format that required rel-
atively few resources to process. Conversely, they used the
music's simpler, purely hedonic embodied meaning when
the message was presented in a drama format that imposed
greater resource demands.

Still, cenain limitations exist. One is the null effect on net
positive music thoughts, which failed to suppx)n the notion
that people use the music's embodied meaning. This finding
may stem from ad recipients' limited thoughts about the
muted and unfamiliar background music. Another limitation
is the absence of a no-music control condition, which might
enhance the rigor of our theory test.

In a second study, we addressed these issues and altered
several factors. Specifically, we used a known song in the
ad background, we added no-music control conditions, and
we manipulated (rather than measured) prceessing intensity.
Moreover, to manipulate the embcxiied meaning of music,
we used a different collative propeny of music that has been
shown to affect stimulation px)tential. The background
music in the target advenisement was performed in either a
familiar (i.e., nonnovel) or a moderately novel style
(RadcKy and Boyle 1997). and we assessed p)erceptions of
the advenised prcxiuct. a bookstore, on two measures that
tapped both background music versions' referential mean-
ings. The use of a second, ancillary perception measure was
valuable because, as we explain subsequently, it should
reveal different treatment effects.

EXPERIMENT 2: OVERVIEW AND HYPOTHESES

We developed a target advenisement for a bookstore. It
featured a song of strong classical heritage in the back-
ground. This song was performed either in a relatively non-
novel, classical style or in the mcxierately novel genre of
soul music. Because a mcxierate level of novelty produces a
higher level of stimulation than does a low level of novelty,
the .soulful version of the music should px)ssess a more
favorable embodied meaning than the nonnovel, classical
version (Simonton 1987).
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In addition. Ccx)k (1998). a musicologist, offers insight
into the referential meanings that are likely to be conferred
by the two ad music renditions. In line with his analysis of a
youth-targeted advenisement that parallels ours, Ccxjk sug-
gests that classical music should reference associations with
a concemed and benevolent paternalistic figure (e.g.. a
well-meaning father), whereas the more contempx)rary and
novel soulful music should reference youths' quintessential
yeaming to differentiate by adopting a unique but genuine
identity. Because altemative styles of music ser\ed as a
backdrop for our advenisement. these referential meanings
might be ascribed to the bcxjkstore. Specifically, when
intensive processors receive verbal ad copy delivered in a
less taxing lecttire format, their perceptions of the bookstore
should reflect the semantic overlap between the music's ref-
erential meaning and the queried bcx>kstore dimension.
Thus, if people must assess whether the bcxjkstore has a
caring atmosphere, the atmosphere should be perceived as
more caring if the ad music style is classical and relays a
referential meaning of high overlap with the notion of a car-
ing atmosphere (i.e.. benevolent patemalism) than if it is
soulful and relays a low-overlap meaning (i.e., genuine
uniqueness) or, altematively, if no background music is
present. However, if such people are asked to assess the
originality of the bcx)kstore's decor, they should perceive it
as more original if the background music is soulful in style
and relays a referential meaning of high semantic overlap
with this dimension (i.e.. genuine uniqueness) than if the
music is classical and relays a low-overlap meaning (i.e..
benevolent patemalism) or if no background music is
present.

After panicipants listened to the target and filler adver-
tisements, we assessed their perceptions of the target book-
store on the two preceding dimensions that reflected the
music versions' referential meanings. Again, views of the
bookstore's caring atmosphere should tap associations with
the classical music's referential meaning of benevolent
patemalism, whereas the .secondary measure, the originality
of the bookstore decor, should tap the relatively novel soul-
ful music's referential meaning of genuine uniqueness.

On the basis of our theorizing, we anticipated a three-
way interaction among processing intensity, ad message
format, and background music on respondents' perceptions
of the bookstore's caring atmosphere. Similar to Experi-
ment 1, we expjected nonintensive processors to be insensi-
tive to either meaning of the muted background music and
to display null effects. Conversely, intensive ad processors'
p)erceptions should be sensitive to one of the two meanings
of the ad music. They should base their perceptions of the
bcx>kstore's caring atmosphere on the music's referential
meaning when the less-resource-demanding lecture format
was presented, but they should base their perceptions on the
background music's purely hedonic embcxiied meaning
when the ad message is delivered in a more-resource-
demanding drama format. Thus;

H4: When the ad message is presented in a lecture format,
intensive ad prcKessors perceive the bookstore attnosphere

•' as more caring when the background music is played in a
•̂  classical style than when it is played in a soulful style or
'• when no background music is present. However, when the

ad message ap)p)ears in a drama format, such processors per-
ceive the atmosphere as more caring when the background

music features more stimulating and thus more hedonically
favorable (i.e., mcxierately novel) soulful music than when
it features either cla.s.sical music or no music. There are no
treatment effects on nonintensive prcx;essors' perceptions.

The secondary measure, respondents' perceptions of the
originality of the bookstore's decor, should reveal quite dif-
ferent outcomes. Here, we expect only a two-way interac-
tion between processing intensity and ad background
music. As we explain subsequently, this follows because a
common pattem of outcomes should emerge regardless of
whether intensive processors base their perceptions on the
background music's referential or embcxiied meaning.

Sp)eciilcally, unlike the classical music's referential
meaning of benevolent patemalism, the relatively novel
soulful music's referential meaning of genuine uniqueness
should exhibit high .semantic overlap with the notion of
decor originality. Similarly, compared with the nonnovel
classical music, the relatively novel soulful music's stimula-
tion level and thus hedonic embcxiied meaning should also
be more favorable and prompt more favorable perceptions
of the originality of the decor. Thus, regardless of whether
intensive prcKessors ba.se their prcxiuct perceptions on the
music's referential meaning (i.e., the lecture format condi-
tion) or on its embcxiied meaning (i.e.. the drama format
condition), they should p^erceive the bcx)kstore's decor as
more original when the ad background features the novel
.soulful music than when it features either the classical
music or no background music. In contrast, nonintensive
prcKessors' product perceptions should be in.sensitive to
variations in the muted background music. Thus:

H5; Regardless of the ad message format, intensive prcKessors"
perceptions of the originality of the bcx)kstore's decor are
greater when the ad background features the soulful music
than when it features either the classical music or no back-
ground music. However, nonintensive prcKessors' percep>-
tions should be insensitive to the background music.

As evidence of the process that underlies the preceding
effects, we expected three-way interactions among prcKess-
ing intensity, ad format, and background music on respon-
dents' thought and recall remarks that reflect each of the
referential meanings impaned by the cla.ssical (i.e.. benevo-
lent patemalism) and the soulful (i.e., genuine uniqueness)
background music versions. Nonintensive prcKessors
.should be insensitive to the referential meanings of the
background music, displaying an equal and relatively small
number of such responses across treatments. However,
intensive prcKessors should be sensitive to the referential
meanings of each background music execution and thus
prcxiuce more respx>nses for these meanings, provided that
two conditions are met; (1) the ad message is delivered in a
less-resource-demanding lecture format rather than the
drama format and (2) the background music impans a refer-
ential meaning that overlaps semantically with the panicu-
lar concept that the type of response assesses. Thus:

H :̂ When the ad message is delivered in a lecture format, inten-
sive prcKessors prcxiuce (a) more thoughts and recall
remarks that reflect the referential concept of benevolent
paternalism when the advenisement features classical
music than when it features either soulful or no music and
(b) more thoughts and recall remarks that reflect the con-
c:ept of gentiine uniqueness when the advertisement con-
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Figure 4
EXPERIMENT 2: EFFECT OF PROCESSING INTENSITY. MES-

SAGE FORMAT AND BACKGROUND MUSIC ON PERCEPTIONS

OF A CARING ATMOSPHERE

Lecture Drama

Nonintensive Processing

Lecture Drama

Intensive Processing

• Classical
• Soulful
DNo

on how intensively they prcKess the advenisement and the
resource demands imposed by the verbal ad material. When
the advenisement is prcKessed nonintensively. recipients
appeared to be insensitive to either meaning impaned by the
background music. Instead, they seemed to base their per-
ceptions on peripheral, executional asp)ects of the ad mes-
sage that presumably were more salient and accessible than
was the ad music.

Conversely, when recipients prcKessed the advenisement
intensively, they appeared to discem and use one of the two
meanings impaned by the music: When the ad message was
delivered in a lectiu'e format that imposed minimal demands
on their resources, these respx)ndents' prcxiuct perceptions,
cognitions, and recall reflected the background music s ref-
erential meaning, which was rather taxing to discem. How-
ever, when the message was delivered in a more-re.source-
demanding drama format, their responses reflected the use
of the background music's less onerous embcxiied meaning.
Not only did these outcomes CKCur even though both ad
message formats relayed vinually identical information, but
the findings also were reliable across two studies that used
different prcxiucts, altemative types of background music,
and several different measures.

This research makes .several impxsnant theoretical contri-
butions. First, it appears to explain why people often experi-
ence a positive, hedonic feeling about certain forms of
music, even if such music is entirely devoid of any a.sscKi-
ated referential meaning. These hedonic feelings ari.se from
the music's embodied meaning, which reflects the degree of
stimulation elicited by pattems inherent to the musical
sound (e.g., its energetic versus sedate propenies, mcxier-
ately novel versus conventional style). As previous research
in music and other domains suggests, a nonmonotonic rela-
tionship ensues between the amount of stimulation a stimu-

lus (e.g., music) engenders and people's hedonic response
to that stimulus.

Second, this research confirms music theorists' claim that
music can impan both purely hedonic embcxiied meaning
and semantic-laden referential meaning (e.g.. Meyer 1960).
More impx)nant. however, our work suggests a way to dis-
entangle which of these meanings people actually use in a
given circumstance. We show that this can be accomplished
by assessing carefully selected perceptions for which the
referential and embodied meanings of altemative musical
selections imply oppxjsing inferences.

Third, this work addresses when and why people's per-
ceptions of prcxiucts that are promoted in music-infused
advenisements can be sensitive to either (or neither) of the
meanings impaned by the background music. Which, if
either, meaning influences people's perceptions appears to
depend on how intensively they prcKess various ad com-
ponents (e.g.. the advenisement's central message content,
its background music) and the resource demands imposed
by these compxjnents. If people expend scant re.sources
processing an advenisement nonintensively, they are
likely to be insensitive to either meaning impaned by the
music. However, when they process the advenisement
intensively, the music's referential meaning is likely to be
discemed and used if the central components of the adver-
tisement require few resources to prcKess, thus enabling
people to devote ample resources to the music's fairly
onerous referential meaning. Conversely, the music's sim-
pler embcxiied meaning is apt to be discemed and used if
the advenisement's central components are demanding to
prcKess, because this limits the available re.sources that
might otherwise be directed to the background music's
referential meaning (for funher clarification of the
process, see Figure 2). Thus, it appears that, similar to ver-
bal information, the types of meaning extracted from
music can vary depending on how intensively the data are
prcKessed.

Our findings offer valuable and practical insights. They
suggest that before selecting background music for an
advenisement. practitioners should consider both whether
the targeted consumers are likely to prcKess the advenise-
ment intensively and whether the goal is for such music to
convey to consumers a simple, hedonically positive embod-
ied meaning or a descriptive referential meaning. If the tar-
get audience is expected to prcKess the advenisement non-
intensively, the choice of which background music to use is
far less critical than are decisions related to the advenise-
ment's more salient executional characteristics (e.g., the
vcKal expressiveness of ad announcers). However, if the tar-
geted audience is expected to prcKess the adveni.sement
intensively, marketers must skillfully orchestrate the
resource demands that are imposed by the ad message and
the propenies of the background music that engender the
music's desired embodied meaning (e.g., the music's stimu-
lating or sedate execution, novel or nonnovel style) or refer-
ential meaning (e.g., the .semantic asscKiations elicited by
the melcxiy). If the goal for the background music is to relay
a favorable embcxiied meaning, the verbal ad message
should be presented in a fairly resource-demanding way
(e.g., a drama format) and the music should be performed in
a mcxierately energetic or novel style (versus a sedate or
nonnovel style). However, if the goal for the music is to
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relay a panicular referential meaning, perhaps one that
complements the product positioning, the verbal message
should be presented in a less-resource-demanding way
(e.g., a lecture format), and altemative renditions of music
should be a.ssessed to ascertain empirically which rendition
best relays the desired conceptual meaning.

Nonetheless, the current research possesses certain limi-
tations that preclude answers to important questions. Some
of these issues are related to our proposed underlying mech-
anisms. For example, during resource-demanding condi-
tions, were intensive prcKessors insensitive to the back-
ground music's referential meaning because disceming this
meaning was tcx) onerous or because applying it to percep-
tions was tcx) burdensome? Would nonintensive prcKessors
have used the music's embodied meaning had the back-
ground music simply been louder and thus more accessible?
Would the hedonic favorableness of our background music
have been altered if ad recipients had been expx)sed to the
advenisements repeatedly? Under what conditions dees
music serve as a central versus a peripheral cue? Were the
meanings of the background music we used discemed dur-
ing ad enccxiing or when retrieval prceesses were prompted
b\ queries about respondents' prcxiuct perceptions?

Other limitations of our work reflect practical issues that
were not examined. For example, will our findings general-
ize to advenisements presented in pictorially rich (e.g.. tele-
vision. Web) contexts? Two px)ssibilities seem plausible
here: (1) Null effects will emerge because visually rich con-
texts might overwhelm the influence of music, or (2) out-
comes will differ because the resources devoted to inferring
the types of meaning of the background music will be unaf-
fected by those required to prcKess the visual data, because
these two types of stimuli draw on different resource pxxjls
dedicated to visual or auditory mcxialities (Tavassoli 1998).
Finally, it is uncertain whether differences in peoples" pref-
erences for panicular mcxialities of information (e.g..
visual, verbal, auditory) mcxierate the outcomes repxsned in
this research. These and many other critical questions must
await future inquiry.

REFERENCES

Aaker. Jennifer L. and Durairaj Maheswaran (1997). "The Effect
of Cultural Orientation on Persuasion." Joumal of Con.sumer
Resean-h. 24 (December). .^l.'i-28.

Alpen. Judy I. and Mark 1. Alpen (1990). "Music Influences on
Mocxi and Purcha.se Intention," Psychology and Marketing. 1
(Summer). 109-133.

Boltz. Marilyn C. (2001), "Musical Soundu^cks as a Schematic
influence on the Cognitive Processing of Filmed Events." Music
Peneption, 18 (Summer). 427-54.

Cacioppo. John T, Richard E. Petty, and C. Kao (1984). "The Effi-
cient Assessment of Need for Cognition.'" Joumal of Personality-
Assessment. 48 (June). 306-.W7.

Cook. Nicholas (1998). Analysing Musical Multimedia. Oxford:
Clarendon Press.

Davies. Stephen (2001), "Philosophical Perspectives on Music's
Expressiveness." in Music and Emotion: Theory and Research.
Pauik N. Juslin and John A. Sloboda, eds. Oxford: Oxford Uni-
versity Press, 23-44.

Dowling, Jay W. and Dane L. Harwood (1986), Music Cognition.
Orlando. FL: Academic Press.

Famswonh. Paul R. (1%9). The Social Psychology of Music.
Ames: Iowa State University Press.

Gabrielsson. Alf and Erik Lindstrom (2001). "The Influence of
Musical Structure on Emotional Expression." in Mu.sic and
Emotion: Theory and Research. Patrik N. Juslin and John A.
Slohoda. eds. Oxford: Oxford University Press. 223-48.

Gaston. E. Thayer (1968). "Man and Music." in Music in Therapy,
E. Thayer Gaston. ed. New York: Macmillan. 7-21.

Hargreaves. David J. (1984). "The Effects of Repetition on Liking
for Music." Joumal of Research in Music Education. 32
(Spring). 35-47.

and Kate C. Casetell (1987). "Development of Liking for
Familiar and Unfamiliar Melodies." Council for Research in
Music Education. 91 (Spring). 65-69.

Haugtvedt. Cunis P. and Richard E. Petty (1992). "Personality and
Persuasion: Need for Cognition Mcxierates the Persistence and
Resistance of Attitude Changes." Joumal of Personality and
Social Psychology. 63 (August), 308-319.

Hung. Kineta (2(X)1). "Framing Meaning Perceptions with Music:
The Ca.se of Tea.ser Ads." Joumat of Advertising. 30 (Fall). 39-49.

Maclnnis. Deborah J. and C. Whan Park (1991). "The Differential
Role of Characteristics of Music on High- and Low-
Involvement Consumers" PrcKessing of Ads.'" Joumat of Con-
sumer Reseanh. 18 (September). 161-74.

McMullen. Patrick T. (1982). "Connotative Responses 24 Tc
( type) Tj
0.000 T786 Tw
99.000 Tz
-0.037 Tc
( Musica) Tj
0.000 Tc
(l) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 495.360 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.055 Tc
(Stimuli) Tj
0.000 Tc
(:) Tj
1.383 Tw
105.000 Tz
( A) Tj
0.863 Tw
99.000 Tz
-0.066 Tc
( Theoretica) Tj
0.000 Tc
(l) Tj
3.024 Tw
-0.267 Tc
( Explanation.") Tj
0.000 Tc
(") Tj
1.948 Tw
/F1 9.000 Tf
0 Ts
( Councit) Tj
-0.096 Tw
105.000 Tz
( for) Tj
2.611 Tw
99.000 Tz
( Research) Tj
1.079 Tw
105.000 Tz
( in) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 485.280 Td
0.000 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
0.000 Tc
(Music) Tj
0.239 Tw
( Education.) Tj
0.866 Tw
105.000 Tz
/F0 9.000 Tf
0 Ts
-0.351 Tc
( 7) Tj
0.000 Tc
(1) Tj
0.192 Tw
99.000 Tz
0.022 Tc
( (Summer)) Tj
0.000 Tc
(.) Tj
-0.023 Tw
0.283 Tc
( 45-57) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
290.640 475.200 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.193 Tc
(Meyer) Tj
0.000 Tc
(.) Tj
1.963 Tw
-0.139 Tc
( Leonar) Tj
0.000 Tc
(d) Tj
2.373 Tw
105.000 Tz
-0.111 Tc
( B) Tj
0.000 Tc
(.) Tj
0.995 Tw
99.000 Tz
-0.002 Tc
( (1960)) Tj
0.000 Tc
(.) Tj
1.374 Tw
-0.038 Tc
( "Universalis) Tj
0.000 Tc
(m) Tj
2.136 Tw
105.000 Tz
-0.101 Tc
( an) Tj
0.000 Tc
(d) Tj
1.229 Tw
99.000 Tz
-0.079 Tc
( Relativis) Tj
0.000 Tc
(m) Tj
2.687 Tw
105.000 Tz
-0.358 Tc
( i) Tj
0.000 Tc
(n) Tj
0.660 Tw
-0.059 Tc
( th) Tj
0.000 Tc
(e) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 465.120 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.208 Tc
(Stud) Tj
0.000 Tc
(y) Tj
1.039 Tw
105.000 Tz
-0.367 Tc
( o) Tj
0.000 Tc
(f) Tj
0.437 Tw
99.000 Tz
-0.068 Tc
( Ethni) Tj
0.000 Tc
(c) Tj
1.248 Tw
-0.475 Tc
( Music.") Tj
0.000 Tc
(") Tj
-0.231 Tw
/F1 9.000 Tf
0 Ts
( Ethnomusicotogy.) Tj
0.475 Tw
105.000 Tz
( 4) Tj
0.200 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
0.050 Tc
( (May)) Tj
0.000 Tc
(.) Tj
-0.280 Tw
0.385 Tc
( 49-54) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
319.680 455.040 Td
0.000 Tw
98.462 Tz
/F0 9.000 Tf
0 Ts
-0.002 Tc
((1994)) Tj
0.000 Tc
(.) Tj
0.335 Tw
99.000 Tz
-0.069 Tc
( "Emotio) Tj
0.000 Tc
(n) Tj
1.200 Tw
105.000 Tz
-0.261 Tc
( an) Tj
0.000 Tc
(d) Tj
-0.119 Tw
99.000 Tz
-0.089 Tc
( Meanin) Tj
0.000 Tc
(g) Tj
1.131 Tw
105.000 Tz
-0.358 Tc
( i) Tj
0.000 Tc
(n) Tj
0.377 Tw
99.000 Tz
-0.219 Tc
( Music.') Tj
0.000 Tc
(") Tj
0.028 Tw
105.000 Tz
-0.358 Tc
( i) Tj
0.000 Tc
(n) Tj
-0.084 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
( Musicat) Tj
-0.147 Tw
( Per-) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.040 444.960 Td
0.000 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
0.000 Tc
(ceptions.) Tj
3.224 Tw
/F0 9.000 Tf
0 Ts
-0.146 Tc
( Rit) Tj
0.000 Tc
(a) Tj
2.397 Tw
-0.060 Tc
( Aiell) Tj
0.000 Tc
(o) Tj
2.680 Tw
105.000 Tz
-0.261 Tc
( an) Tj
0.000 Tc
(d) Tj
2.073 Tw
99.000 Tz
-0.099 Tc
( Joh) Tj
0.000 Tc
(n) Tj
2.770 Tw
105.000 Tz
-0.198 Tc
( A) Tj
0.000 Tc
(.) Tj
2.494 Tw
99.000 Tz
-0.237 Tc
( Slobocia) Tj
0.000 Tc
(.) Tj
1.892 Tw
105.000 Tz
0.110 Tc
( eds) Tj
0.000 Tc
(.) Tj
1.659 Tw
-0.200 Tc
( Ne) Tj
0.000 Tc
(w) Tj
1.490 Tw
99.000 Tz
-0.269 Tc
( York) Tj
0.000 Tc
(:) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 434.880 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.197 Tc
(Oxfor) Tj
0.000 Tc
(d) Tj
1.713 Tw
-0.122 Tc
( Universit) Tj
0.000 Tc
(y) Tj
1.070 Tw
0.022 Tc
( Press) Tj
0.000 Tc
(.) Tj
-0.712 Tw
105.000 Tz
0.226 Tc
( 3-39) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
290.640 424.560 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.038 Tc
(North) Tj
0.000 Tc
(.) Tj
0.831 Tw
-0.198 Tc
( Adria) Tj
0.000 Tc
(n) Tj
1.275 Tw
105.000 Tz
-0.099 Tc
( C) Tj
0.000 Tc
(.) Tj
0.828 Tw
-0.261 Tc
( an) Tj
0.000 Tc
(d) Tj
0.943 Tw
99.000 Tz
-0.181 Tc
( Davi) Tj
0.000 Tc
(d) Tj
1.143 Tw
105.000 Tz
-0.135 Tc
( J) Tj
0.000 Tc
(.) Tj
1.088 Tw
99.000 Tz
-0.082 Tc
( Hargreave) Tj
0.000 Tc
(s) Tj
1.356 Tw
0.033 Tc
( (1997)) Tj
0.000 Tc
(.) Tj
1.410 Tw
0.026 Tc
( "Experimenta) Tj
0.000 Tc
(l) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 414.480 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.070 Tc
(Aesthetic) Tj
0.000 Tc
(s) Tj
1.654 Tw
105.000 Tz
-0.261 Tc
( an) Tj
0.000 Tc
(d) Tj
0.897 Tw
99.000 Tz
-0.135 Tc
( Everyda) Tj
0.000 Tc
(y) Tj
2.147 Tw
-0.122 Tc
( Musi) Tj
0.000 Tc
(c) Tj
1.852 Tw
-0.175 Tc
( Listening.") Tj
0.000 Tc
(') Tj
1.438 Tw
105.000 Tz
-0.358 Tc
( i) Tj
0.000 Tc
(n) Tj
1.163 Tw
/F1 9.000 Tf
0 Ts
( The) Tj
-0.326 Tw
99.000 Tz
( Social) Tj
0.392 Tw
105.000 Tz
( Psy-) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 404.400 Td
0.000 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
0.000 Tc
(chology) Tj
1.284 Tw
105.000 Tz
( of) Tj
1.233 Tw
99.000 Tz
( Music.) Tj
2.048 Tw
/F0 9.000 Tf
0 Ts
-0.181 Tc
( Davi) Tj
0.000 Tc
(d) Tj
1.713 Tw
105.000 Tz
-0.019 Tc
( J) Tj
0.000 Tc
(.) Tj
1.958 Tw
99.000 Tz
-0.106 Tc
( Hargreave) Tj
0.000 Tc
(s) Tj
2.332 Tw
105.000 Tz
-0.261 Tc
( an) Tj
0.000 Tc
(d) Tj
1.083 Tw
99.000 Tz
-0.078 Tc
( Adria) Tj
0.000 Tc
(n) Tj
1.960 Tw
105.000 Tz
0.021 Tc
( C) Tj
0.000 Tc
(.) Tj
1.513 Tw
99.000 Tz
0.050 Tc
( North) Tj
0.000 Tc
(,) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 394.320 Td
0.000 Tw
97.374 Tz
/F0 9.000 Tf
0 Ts
0.049 Tc
(eds) Tj
0.000 Tc
(.) Tj
0.922 Tw
99.000 Tz
-0.360 Tc
( Ne) Tj
0.000 Tc
(w) Tj
0.462 Tw
-0.317 Tc
( York) Tj
0.000 Tc
(:) Tj
0.521 Tw
-0.197 Tc
( Oxfor) Tj
0.000 Tc
(d) Tj
1.713 Tw
-0.122 Tc
( Universit) Tj
0.000 Tc
(y) Tj
1.313 Tw
0.022 Tc
( Press) Tj
0.000 Tc
(.) Tj
-0.294 Tw
0.312 Tc
( 84-103) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
290.640 384.240 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.007 Tc
(Peracchio) Tj
0.000 Tc
(.) Tj
1.645 Tw
-0.114 Tc
( Laur) Tj
0.000 Tc
(a) Tj
1.675 Tw
105.000 Tz
-0.198 Tc
( A) Tj
0.000 Tc
(.) Tj
1.038 Tw
-0.181 Tc
( an) Tj
0.000 Tc
(d) Tj
1.170 Tw
99.000 Tz
-0.093 Tc
( Joa) Tj
0.000 Tc
(n) Tj
2.484 Tw
-0.104 Tc
( Meyers-Lev) Tj
0.000 Tc
(y) Tj
2.602 Tw
0.068 Tc
( (1997)) Tj
0.000 Tc
(.) Tj
2.077 Tw
-0.002 Tc
( "Evaluatin) Tj
0.000 Tc
(g) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 374.160 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.056 Tc
(Persuasion-Enhancin) Tj
0.000 Tc
(g) Tj
3.260 Tw
-0.085 Tc
( Technique) Tj
0.000 Tc
(s) Tj
3.217 Tw
-0.374 Tc
( fro) Tj
0.000 Tc
(m) Tj
2.883 Tw
105.000 Tz
( a) Tj
2.959 Tw
99.000 Tz
-0.001 Tc
( Resource-Matchin) Tj
0.000 Tc
(g) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.760 364.080 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.347 Tc
(Perspective.") Tj
0.000 Tc
(") Tj
1.117 Tw
/F1 9.000 Tf
0 Ts
( Joumat) Tj
2.711 Tw
105.000 Tz
( of) Tj
1.233 Tw
99.000 Tz
( Consumer) Tj
1.236 Tw
( Research.) Tj
1.801 Tw
105.000 Tz
/F0 9.000 Tf
0 Ts
-0.262 Tc
( 2) Tj
0.000 Tc
(4) Tj
1.406 Tw
99.000 Tz
0.031 Tc
( (September)) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
300.480 354.000 Td
0.000 Tw
95.120 Tz
/F0 9.000 Tf
0 Ts
0.200 Tc
(178-91) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
290.640 343.680 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.043 Tc
(Pham) Tj
0.000 Tc
(.) Tj
2.501 Tw
-0.179 Tc
( Miche) Tj
0.000 Tc
(l) Tj
2.557 Tw
-0.076 Tc
( Tuan) Tj
0.000 Tc
(.) Tj
1.893 Tw
-0.100 Tc
( Joe) Tj
0.000 Tc
(l) Tj
2.403 Tw
105.000 Tz
0.017 Tc
( B) Tj
0.000 Tc
(.) Tj
1.319 Tw
99.000 Tz
0.023 Tc
( Cohen) Tj
0.000 Tc
(.) Tj
2.046 Tw
-0.099 Tc
( Joh) Tj
0.000 Tc
(n) Tj
2.638 Tw
105.000 Tz
-0.523 Tc
( W) Tj
0.000 Tc
(.) Tj
1.215 Tw
99.000 Tz
-0.004 Tc
( Pracejus) Tj
0.000 Tc
(.) Tj
2.519 Tw
105.000 Tz
-0.181 Tc
( an) Tj
0.000 Tc
(d) Tj
1.421 Tw
-0.207 Tc
( G) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 333.600 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.229 Tc
(Davi) Tj
0.000 Tc
(d) Tj
1.972 Tw
-0.090 Tc
( Hughe) Tj
0.000 Tc
(s) Tj
1.702 Tw
0.033 Tc
( (2001)) Tj
0.000 Tc
(.) Tj
1.468 Tw
-0.342 Tc
( "Affec) Tj
0.000 Tc
(t) Tj
3.037 Tw
-0.075 Tc
( Monitorin) Tj
0.000 Tc
(g) Tj
1.963 Tw
105.000 Tz
-0.181 Tc
( an) Tj
0.000 Tc
(d) Tj
1.026 Tw
-0.139 Tc
( th) Tj
0.000 Tc
(e) Tj
1.021 Tw
99.000 Tz
-0.095 Tc
( Primac) Tj
0.000 Tc
(y) Tj
1.398 Tw
105.000 Tz
-0.247 Tc
( o) Tj
0.000 Tc
(f) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 323.520 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.053 Tc
(Feeling) Tj
0.000 Tc
(s) Tj
0.905 Tw
105.000 Tz
-0.478 Tc
( i) Tj
0.000 Tc
(n) Tj
-0.413 Tw
99.000 Tz
-0.029 Tc
( Judgment.) Tj
0.000 Tc
(") Tj
-0.003 Tw
/F1 9.000 Tf
0 Ts
( Joumal) Tj
1.557 Tw
( of) Tj
0.445 Tw
( Constuner) Tj
-0.723 Tw
( Research,) Tj
0.210 Tw
105.000 Tz
/F0 9.000 Tf
0 Ts
-0.043 Tc
( 2) Tj
0.000 Tc
(8) Tj
0.735 Tw
-0.014 Tc
( (Sep) Tj
0.000 Tc
(-) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 313.440 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
0.009 Tc
(tember)) Tj
0.000 Tc
(.) Tj
1.030 Tw
0.057 Tc
( 167-88) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
290.640 303.360 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.166 Tc
(Radocy) Tj
0.000 Tc
(,) Tj
1.213 Tw
-0.212 Tc
( Rudol) Tj
0.000 Tc
(f) Tj
1.622 Tw
-0.178 Tc
( E) Tj
0.000 Tc
(.) Tj
0.701 Tw
105.000 Tz
-0.261 Tc
( an) Tj
0.000 Tc
(d) Tj
0.383 Tw
-0.250 Tc
( J) Tj
0.000 Tc
(.) Tj
0.582 Tw
99.000 Tz
-0.181 Tc
( Davi) Tj
0.000 Tc
(d) Tj
1.568 Tw
-0.120 Tc
( Boyl) Tj
0.000 Tc
(e) Tj
0.938 Tw
0.033 Tc
( (1997)) Tj
0.000 Tc
(.) Tj
0.640 Tw
0.001 Tc
( "Functiona) Tj
0.000 Tc
(l) Tj
0.887 Tw
0.023 Tc
( Appli) Tj
0.000 Tc
(-) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 293.280 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.032 Tc
(cation) Tj
0.000 Tc
(s) Tj
0.195 Tw
105.000 Tz
-0.247 Tc
( o) Tj
0.000 Tc
(f) Tj
0.121 Tw
99.000 Tz
-0.122 Tc
( Musi) Tj
0.000 Tc
(c) Tj
0.668 Tw
105.000 Tz
-0.358 Tc
( i) Tj
0.000 Tc
(n) Tj
-0.198 Tw
99.000 Tz
-0.129 Tc
( Contemporar) Tj
0.000 Tc
(y) Tj
2.582 Tw
-0.618 Tc
( Life.") Tj
0.000 Tc
(") Tj
0.136 Tw
105.000 Tz
-0.358 Tc
( i) Tj
0.000 Tc
(n) Tj
-0.327 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
( Psychologicat) Tj
-0.267 Tw
( Foun-) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 283.200 Td
0.000 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
0.000 Tc
(dations) Tj
3.845 Tw
105.000 Tz
( of) Tj
2.930 Tw
99.000 Tz
( Musicat) Tj
4.388 Tw
( Behavior.) Tj
4.936 Tw
/F0 9.000 Tf
0 Ts
-0.006 Tc
( Springfield) Tj
0.000 Tc
(.) Tj
4.343 Tw
105.000 Tz
0.019 Tc
( IL) Tj
0.000 Tc
(:) Tj
2.886 Tw
99.000 Tz
0.129 Tc
( Charle) Tj
0.000 Tc
(s) Tj
3.212 Tw
105.000 Tz
0.021 Tc
( C) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.040 273.120 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.020 Tc
(Thoma) Tj
0.000 Tc
(s) Tj
0.845 Tw
0.007 Tc
( Publishers) Tj
0.000 Tc
(.) Tj
0.411 Tw
0.222 Tc
( 31-64) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
290.640 262.800 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.037 Tc
(Simonton) Tj
0.000 Tc
(.) Tj
1.022 Tw
-0.236 Tc
( Dea) Tj
0.000 Tc
(n) Tj
1.774 Tw
-0.245 Tc
( Keit) Tj
0.000 Tc
(h) Tj
1.002 Tw
0.033 Tc
( (1987)) Tj
0.000 Tc
(.) Tj
0.439 Tw
-0.041 Tc
( "Musica) Tj
0.000 Tc
(l) Tj
1.026 Tw
-0.022 Tc
( Aesthetic) Tj
0.000 Tc
(s) Tj
1.166 Tw
105.000 Tz
-0.181 Tc
( an) Tj
0.000 Tc
(d) Tj
0.473 Tw
99.000 Tz
-0.019 Tc
( Creativit) Tj
0.000 Tc
(y) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 252.720 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.358 Tc
(i) Tj
0.000 Tc
(n) Tj
3.068 Tw
-0.084 Tc
( Beethoven) Tj
0.000 Tc
(:) Tj
2.553 Tw
105.000 Tz
( A) Tj
1.804 Tw
99.000 Tz
-0.037 Tc
( Compute) Tj
0.000 Tc
(r) Tj
3.036 Tw
-0.058 Tc
( Analysi) Tj
0.000 Tc
(s) Tj
3.086 Tw
105.000 Tz
-0.367 Tc
( o) Tj
0.000 Tc
(f) Tj
3.802 Tw
-0.382 Tc
( 10) Tj
0.000 Tc
(5) Tj
1.670 Tw
99.000 Tz
0.065 Tc
( Compositions.) Tj
0.000 Tc
(") Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 242.640 Td
0.000 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
0.000 Tc
(Empiricat) Tj
0.295 Tw
( Studies) Tj
0.355 Tw
( of) Tj
0.445 Tw
( the) Tj
-0.399 Tw
( Arts.) Tj
0.683 Tw
105.000 Tz
( 5) Tj
0.107 Tw
( (2).) Tj
-0.367 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
0.196 Tc
( 87-104) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
321.360 232.320 Td
0.000 Tw
98.462 Tz
/F0 9.000 Tf
0 Ts
-0.002 Tc
((2001)) Tj
0.000 Tc
(.) Tj
2.032 Tw
99.000 Tz
-0.069 Tc
( "Emotio) Tj
0.000 Tc
(n) Tj
2.491 Tw
105.000 Tz
-0.181 Tc
( an) Tj
0.000 Tc
(d) Tj
1.377 Tw
99.000 Tz
-0.057 Tc
( Compositio) Tj
0.000 Tc
(n) Tj
3.248 Tw
105.000 Tz
-0.358 Tc
( i) Tj
0.000 Tc
(n) Tj
1.414 Tw
99.000 Tz
-0.044 Tc
( Classica) Tj
0.000 Tc
(l) Tj
2.866 Tw
0.050 Tc
( Music) Tj
0.000 Tc
(:) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 222.240 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.061 Tc
(Historiometri) Tj
0.000 Tc
(c) Tj
3.419 Tw
-0.161 Tc
( Perspectives.') Tj
0.000 Tc
(") Tj
2.708 Tw
105.000 Tz
-0.478 Tc
( i) Tj
0.000 Tc
(n) Tj
2.225 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
( Mu.sic) Tj
0.032 Tw
105.000 Tz
( and) Tj
1.614 Tw
99.000 Tz
( Emotion:) Tj
3.285 Tw
( Theory) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.040 212.160 Td
0.000 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
0.000 Tc
(and) Tj
3.159 Tw
( Research.) Tj
2.963 Tw
/F0 9.000 Tf
0 Ts
0.017 Tc
( Paui) Tj
0.000 Tc
(k) Tj
3.573 Tw
105.000 Tz
-0.074 Tc
( N) Tj
0.000 Tc
(.) Tj
2.478 Tw
99.000 Tz
-0.110 Tc
( Jusl) Tj
0.000 Tc
(m) Tj
3.455 Tw
105.000 Tz
-0.181 Tc
( an) Tj
0.000 Tc
(d) Tj
2.571 Tw
99.000 Tz
-0.039 Tc
( Joh) Tj
0.000 Tc
(n) Tj
2.938 Tw
105.000 Tz
-0.078 Tc
( A) Tj
0.000 Tc
(.) Tj
2.901 Tw
99.000 Tz
-0.044 Tc
( Slotxxia) Tj
0.000 Tc
(.) Tj
1.850 Tw
105.000 Tz
0.110 Tc
( eds) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 202.080 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.145 Tc
(Oxford) Tj
0.000 Tc
(:) Tj
1.353 Tw
-0.197 Tc
( Oxfor) Tj
0.000 Tc
(d) Tj
1.737 Tw
-0.146 Tc
( Universit) Tj
0.000 Tc
(y) Tj
1.287 Tw
0.022 Tc
( Press) Tj
0.000 Tc
(.) Tj
0.257 Tw
0.187 Tc
( 205-222) Tj
0.000 Tc
(.) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
290.640 191.760 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.025 Tc
(Stapel) Tj
0.000 Tc
(.) Tj
0.647 Tw
-0.103 Tc
( Diederi) Tj
0.000 Tc
(k) Tj
0.818 Tw
105.000 Tz
-0.079 Tc
( A.) Tj
0.000 Tc
(.) Tj
-0.243 Tw
99.000 Tz
-0.171 Tc
( Wille) Tj
0.000 Tc
(m) Tj
1.515 Tw
-0.092 Tc
( Koomen) Tj
0.000 Tc
(.) Tj
0.785 Tw
105.000 Tz
-0.261 Tc
( an) Tj
0.000 Tc
(d) Tj
0.906 Tw
99.000 Tz
-0.144 Tc
( Kirste) Tj
0.000 Tc
(n) Tj
1.391 Tw
105.000 Tz
-0.151 Tc
( I) Tj
0.000 Tc
(.) Tj
0.350 Tw
99.000 Tz
-0.005 Tc
( Ruy) Tj
0.000 Tc
(s) Tj
0.935 Tw
0.076 Tc
( (2002)) Tj
0.000 Tc
(,) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.520 181.680 Td
0.000 Tw
99.000 Tz
/F0 9.000 Tf
0 Ts
-0.091 Tc
("Th) Tj
0.000 Tc
(e) Tj
0.985 Tw
-0.265 Tc
( Effect) Tj
0.000 Tc
(s) Tj
1.642 Tw
105.000 Tz
-0.367 Tc
( o) Tj
0.000 Tc
(f) Tj
0.697 Tw
99.000 Tz
-0.328 Tc
( Diffus) Tj
0.000 Tc
(e) Tj
1.766 Tw
105.000 Tz
-0.181 Tc
( an) Tj
0.000 Tc
(d) Tj
0.193 Tw
99.000 Tz
-0.085 Tc
( Distinc) Tj
0.000 Tc
(t) Tj
0.507 Tw
-0.362 Tc
( Affect.") Tj
0.000 Tc
(') Tj
1.148 Tw
/F1 9.000 Tf
0 Ts
( Joumat) Tj
4.185 Tw
( ofPerson-) Tj
ET
BT
3 Tr
0.000 0.000 0.000 rg
299.280 171.600 Td
0.000 Tw
99.000 Tz
/F1 9.000 Tf
0 Ts
0.000 Tc
(atity) Tj
0.034 Tw
105.000 Tz
( and) Tj
-0.7). 2.






