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Background in music theory and analysis. The energy potential of music unfolding in time is
conditioned by its structural situation, conceived in the sense of the chief reagent of the
realization of musical thinking and affective states. The special task of formal analysis is to
discover the expressive musical feature (Kivy, 2002) which, in the given context, influences
other features, i.e. to find out which musical feature assumes the role of the sign of recognition
of the structure at the given moment (Popović, 1998), thus becoming the pillar of structural
organization, its “point of gravity” (Lerdahl & Jackendoff, 1983) in the unfolding of musical
events.
Background in music psychology. Due to the structure of music unfolding in time, expressive
communication of a specific musical piece causes differentiated affective responses. But the
question is: where is the key point of the experienced musical expression? Is the emotional
process unfolding in the course of listening a function of the pillars of musical structure, or is it
dependent upon the specific personality characteristics and experience of the listener?
Aims. We aim to clarify the segmentation and the structural points of gravity of Mozart’s
Phantasie, the emotional and narrative response pattern in relation to the segments, and their
relations with the emotional personality profile and age.
Main contribution. The results indicate that, to a great extent, the participants’ reports are
similar and founded on the structural points of gravity and segmentation. Their individual
emotional expressions could be interpreted as strongly induced by the message that the musical
piece in question brings.
Conclusions. By way of conclusion, we could say that mental representation of music is a
decisive factor of the emotional expression of a musical structure. The key point of musical
expression is founded on the musical structure and the pillars of structural organization, and
these are, in the first place, the determinants of musical experience, especially in the case of
skilled listeners. A further point is that the musical expression of a piece is a matter of the
listener’s individual perspective and specific emotional meaning that the music induces, as well
as metacognitive elaboration, personal characteristics, (emotional) intelligence and life
experiences.
Keywords: Segmentation, structural points of gravity, structural organization, emotional expression of
musical structure, emotional personality profile, emotional and narrative response.

•Correspondence: Tijana Popović Mladjenović, University of Arts, Faculty of Music, Kralja Milana 50,
11000 Belgrade, Serbia; Tel.: +381112659466, Fax.:+381112643598, e-mail: mitide@yubc.net

96

T. Popović Mladjenović et al.

Introduction
Our point of departure was the questions posed by everyone: “What do we enjoy in
our apprehension of musical structure?”, or “What is it that we enjoy while listening
to the formal and sensual properties of absolute music unfold in our listening space?”
(Kivy, 2002) The answer of a formalist (e.g. Hanslick, 1854) would be: “what we are
enjoying is the unfolding of events – the events that we are enjoying, as they unfold,
are purely musical events: sound events”. However, we are interested in how these
musical events – which are not narrated or depicted as fictional events, but pure,
meaningless sounds – build musical ‘plots’ (the way they play with our hypotheses,
expectations, surprise, and fulfillments – Meyer, 1956), gain musical expressiveness
and the status of fictional narrative.
Nevertheless, ‘our formalism’ is not grounded on the idea of a pure sound structure
and the understanding that the only aspect of music relevant for its appreciation is its
form. On the contrary, we are taking into account:
−

−

−

the contour theory of musical expressiveness (Kivy, 1980), based on the
analogy between musical expressiveness and human expression; it stresses
that the ‘contour’ of music, its sonic ‘shape’, bears a structural analogy to the
heard and seen manifestations of human emotive expression;
the opinion that music is a kind of pure live motion which can be realized in
thoughts, that musical thinking generates existence (in music there is no
existence, on the one hand, and thinking about it, on the other, meaning that
thinking in terms of the motion of tones is thinking which in itself creates
existence), and that hearing music means hearing an emotion (Zuckerkandl,
1973);
the understanding of music as the image of an inner life flow, as the train of
consciousness, or primarily the stream of the unconscious (being personally
more significant than other mental powers, music is more relevant for the
tides and ebbs of our subjective life), thus the motion and emotion are also
inseparably linked in music and by music (Storr, 1992).

In the given context, we believe that the pillars of musical structure and structural
organization (Lerdahl & Jackendoff, 1983) have an extremely important role in the
production of musical expressiveness connected to human expression, musical motion
related to human emotion. In other words, they grow into the pillars of meaning,
substance and interpretation of music.
On the other hand, if the discourse of music is a motion witch unfolds from the inside,
and if it does not represent anything else but itself, then this centripetal or ‘inner’
motion is the motion that leads to broader configurations (Ricoeur, 1975), which
determines an artistic/musical work as a whole. Thus, pointing to the self-meaning
sense of music as a gesture of shaping (or a motion immanent to the work itself) and
as an invitation for shaping – that is, pointing to the poetic aspects of producing and
shaping a concrete music unfolding in time, whose semantic content becomes shaping
itself, as well as its understanding (aesthetic and cognitive) and interpretation –
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requires an investigation of a complete piece of music. But one of the most difficult
problems for the psychology of music remains: how are we to investigate the
perception of complete pieces of music? The structural idiosyncrasies of real pieces
from the music repertoire are difficult to square with the requirements for rigorous
control that experimental methods entail, while it is difficult to frame experimental
procedures that provide information about the listeners’ perceptions without requiring
them to make responses that might interfere with the perceptions that are the focus of
the experimental enquiry (Cross et al., 1996).
Bearing in mind previous experimental research of certain musical pieces in their
entirety (e.g., Krumhansl, 1996/first movement of Mozart’s Piano Sonata K.282; Ian
Cross et al., 1996/Schubert’s Valse and Haydn’s Menuet; I. Deliège & El Ahmadi,
1990/ Berio’s Sequenza VI for viola solo; Clarke & Krumhansl, 1990/Stockhausen’s
Klavierstücke IX and Mozart’s Fantasie in C minor, K.475; Imberty, 1981/Brahms’s
Intermezzo, E flat minor, op. 118, and Debussy’s La Puerta del Vino, second book of
Préludes), we decided to carry out empirical research of Mozart’s Phantasie in C
minor, K.475 unfolding in its entirety. We did not wish to deal with isolated segments
of a piece, or isolated musical parameters. Mozart’s Phantasie was chosen because of
its exceptional aspects of musical form and harmony; this is a musical piece that
transcends the period in which it was created. However, we were fully aware that the
results obtained in this way would stem from the use of multiple types of
representation, with changing levels of task difficulty, leading to the use of whatever
type of representation best facilitates the retrieval of the information required. Such a
multi-leveled approach to listening to real pieces of music while examining
perceptions of music unfolding in time is that, generally speaking, their composers
have tried to do something more than, for example, articulate the unfolding in time of
a simple tonal-harmonic scheme (conclusions of Ian Cross et al, 1996). A real piece
tends to embody the multi-faceted notions of its creator rather than merely to
exemplify the categories of functional tonal structures, pitch organization, and so on.
For that reason, we have focused on the question of musical form, the segmentation of
Mozart’s Phantasie unfolding in time, and the floating pillars/carriers/accents/points
of gravity of its musical structure governing the movement of and the emotion of
listening to this work as a whole. The results of the empirical research were compared
to a detailed micro- and macro-syntactic analysis of the piece (Popović Mladjenović,
2009) relatively new, compared to the available sources, but based on a specific
formal analysis of Mozart’s Phantasie by B. Popović (1998), which, in a global sense
corresponds to the conclusions of Matthias Wiegandt (1995). The psychological
examination of the emotional response was based on the musico-theorical approach to
this piece within the scope of possible suggestions that could have been empirically
tested, the selection of music material and the interpretation of the empirical results.
The empirical results and their psychological interpretation were used for the
"improvement" of the above-mentioned theoretical and analytical suggestions (e.g.,
Cook, 1994); they have offered complementary analytical techniques and described
psychological processes reached by music. The musico-theoretical and empirical
approach have been surprisingly convergent (a similar cooperation was carried out by
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Narmour, Lerdahl, Gjerdingen, Krumhansl and Palmer, connected to experimental
research in the study Krumhansl, 1996; Cook & Clarke, 2004).
Musical structure and pillars of structural organization
The chief problem of formal analysis is to find the type of composing technique
actually applied in the given situation, that is, those elements which the composer
meant to perform the role of carrying the recognizable features of the structure of the
music unfolding in time – the elements upon which the relationships between parts of
the form are established. If "the sense of music exists in the form itself" and "the real
exists only if it is analytically representable and confirmable as certain sound
structure" (Veselinović-Hofman, 2007), then the expressive musical feature is a
“symbol” in music discourse which does not function as the sign “put up for”
something, which “aims at”, or “represents” something. In other words, the symbol
here “does not represent anything beyond itself but, within a discourse, links all parts
into the whole” (Ricoeur, 1975). Namely, in the music unfolding in time there is some
feature that, as a rule, plays the role of the coordinator of all the events. The role is
quickly and easily transferred from one feature to another. The change of roles is
frequent, so that even within a single piece of music unfolding in time there can be
frequent alternations between leadership and significant and delicate collective
activities. The coordinating feature is, in fact, the structural point of gravity of the
musical content at the given moment, and accordingly, the arrangement and
alternation of features – rhythm, melody, harmony, agogics, dynamics, texture, is
careful and organized. Thus, the succession of floating, or meandering points of
gravity in the music unfolding in time is organized as the succession of structural
elements belonging to the various levels of the work. In that process, detection of the
semantic functions (functions with formal meanings) of equivalent relations and
symmetries can proceed both at the micro-syntactic and the macro-syntactic level of
the given unfolding of musical events.
The perception of floating pillars of musical structure – in the sense of a forcegenerating impulse and dynamization of the music unfolding in time, which, at the
same time, marks the extent of its emotional coloring (Popović Mladjenović, 2007) or
force-generating emotional strength – constantly directs the music, carefully
managing the energy, including an occasional stronger discharge of free energy
reserves; it is the oscillation we feel between progression (rises leading to culminating
points) and regression (the fall of tension – a perceptible abatement and loss of the
impulses of development), between the opposed characters of certain parts of the
music unfolding in time which are combined, alternating with each other. In this
context, phase by phase analysis, through which formal meanings are created in the
minds of the listeners of a composition, follows the possible directions in which the
listening impressions are accumulated (cumulative analysis). This method proceeds
‘step by step’, from individual elements to the whole (Perković Radak, 2008), in the
same way as it happens in reality – while music is being created or listened to.
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Emotional response
Due to the musical structure, expressive communication of a specific musical piece
causes differentiated affective responses (Sloboda & Juslin, 2001; Juslin, 2005).
Although the communicative process appears to operate on a fairly broad level of
emotional categories, finer distinctions within categories are difficult to convey, at
least without an additional context (Juslin et al., 2006) and on the other hand, subtle
nuances in emotional expression are hard to be received as such by listeners
(Gabrielsson & Juslin, 1996). Trying to explain the sources of emotional appraisal
during listening to music, some authors speak about intrinsic proto-emotions that refer
to the structural characteristics of music (Sloboda & Juslin, 2001) and expectations
for further music development (Meyer, 1956, 2001; Narmour, 1991; Mirković Radoš,
1996; Huron, 2006), but also about extrinsic emotions that evolve in addition to a
further mental content – iconic, associational or imaginative. The conceptualization of
the emotional response of the listeners could be approached in different ways:
categorical (basic emotions), dimensional (valence, activity and potency), prototype
(hierarchical order of emotional categories) and vitality affects (qualities related to
intensity, shape, contour and movement), the last one being, in the opinion of the
authors, maybe the best representatives of the dynamic expressiveness of music
(Sloboda & Juslin, 2001).
Empirical researches that were concerned with the influence of different factors in the
musical structure on the perceived emotional expression usually used the reports of
the listeners in the form of free phenomenological descriptions, adjective check-lists
or ratings of how well such descriptive terms applied to the music in question
(Gabrielsson & Lindström, 2001). To avoid the listeners’ dependence on the given
adjectives, the participants were also asked for freely produced adjectives while
listening to a piece (Imberty, 1979; Sloboda 2005). Recently, various techniques have
been used, such as non-verbal recording of perceived expressions by the listeners
(Clynes, 1977) and/or continuous self-reporting during listening to music. The latter
helps researchers to get a more realistic and valid experimental design and to better
understand the moment-to-moment fluctuations in responses (Schubert, 2001). Music
does not need to be broken into small segments, nor do the listeners have to compress
their answers by giving an overall impression at the end of the excerpt.
In performance studies, procedures are used in the course of which musicians are
asked to play various pieces of music in order to represent specific emotions, while
listeners are tested to see whether they can accurately recognize the intended emotion
(Juslin et al., 2006). Another type of research design offers the performer to play the
same extract from a musical piece a number of times, but intending a different
expression, and the listeners are then asked to designate the emotion or emotional
expression (Juslin, 2001). Synthesized performances of music are also used, such as
specially composed monophonic melodies (Thompson & Robitaille, 1992) in order to
determine the sources of expressivity and to enable statistical analysis (Juslin et al.,
2002), as well as a computational method in order to give more precise insight into
the process of structure analysis and segmentation (De Nooijer et al., 2008).

100 T. Popović Mladjenović et al.

The use of narrative, written story, as a holistic approach to the imagery drawn from a
musical piece is well known (Farnsworth, 1969), but perhaps not so often used in
music psychological research. Storytelling is one of the oldest and most universal
forms of communication, and so individuals approach their social world in a narrative
framework (Fisher 1984). The narrative communicates the narrators’ point of view,
their emotions, thoughts and interpretations of describing a certain event. By telling
the story he/she shapes, constructs and performs the self, experience and reality
(Chase, 2005). Narrative discourse explains or presents an understanding of actions
and events, highlights the uniqueness of each human action and event rather than
common properties (Polkinghorne, 1995). Mental imagery stimulated by music, or
one could say, by the experience of music (Waltron, 1997), may be important in
shaping the images of the listeners’ different emotional and associational responses to
music (Juslin, 2005). It may be an effective means of enhancing emotional responses
to music on the part of the listeners and performers (Band et al., 2001-02; Persson,
2001). Not many studies have addressed this issue. One of the first ones to do so
(Seashore, 1938) gave a classification of types of musical imagery, dependent on the
individual differences of the musicians (sensuous, intellectual, sentimental, impulsive
and motor). In a more recent study, performers were asked to find a descriptive title
for a musical piece which was considered as a part of the conceptualization of the
music they performed, based on four criteria: semblance in relation to some extramusical association, mood, idiom-stylistic and structure (Persson, 2001).
The assumption that we are relying on is that analytical approach to the relationship
between expression and musical structure (Friberg, & Battel, 2002) could result in
greater understanding of the composer’s and performer’s ideas that they intended to
convey to the listeners. Musical structure gives a coherent input, whilst expressive
aspects have the function to convey a particular interpretation of a musical structure
(Clarke, 1988). The relationship between structure and expression is close and forms
the basis for an account of the source and systematic construction of expression.
‘Structural expression’ is strongly related to the structural features of music that
indicate segment boundaries to the listener, and is relevant for communication on the
hierarchical level, whilst ‘emotional expression’ communicates different moods
(Kopiez, 2002) and different emotional responses. Ultimately, it is left to the listener
to specify the precise ‘meaning’ of the music (Juslin, 2001).
The perceived expression of the musical structure and segmental features or internal
structural characteristics (Sloboda, 1991, 2005) could be influenced, apart from the
music-related factors, by more or less stable personality characteristics of the
listeners. A fair amount of psychological research has been done on factors within an
individual that might influence the listeners’ emotional responses to music, such as
gender, age, personality, level of expertise, musical preferences, attitudes, current
mood or interpersonal stances (e.g. Farnsworth, 1969; Abeles & Chung, 1996;
Scherer & Zentner, 2001; Juslin et al., 2006). What we would like to investigate here
is the possible impact of the relatively stable emotional attributes of skilled listeners
on their cognitive and affective elaboration of the musical piece in question.
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In this study we meant to expose the musical piece as a whole and in continuity to the
listeners, and therefore to get responses on a structural and emotional expression
levels which are not broken by stopping the music unfolding in time, which is, to our
knowledge, not so often the case. We also intended to investigate different levels of
perceiving a musical structure, the points of gravity, and to relate them to emotional
and imaginative responses in order to find out where the key point of the experienced
musical expression of Mozart’s Phantasie lies. Is the emotional process in the course
of listening primarily a function of the musical structure’s expressiveness, or is it
dependent upon the specific personality attributes and the experience of the listener,
and if so, how?

The method of study
Our research has two parts: the musical-analytical and the empirical one. The first
part consists of the original detailed formal analysis of the micro-syntactic and macrosyntactic levels of Mozart’s Phantasie, which was compared with the gathered
empirical results concerning segmentation and the structural points of gravity. The
specific aims of the second, empirical part of the study are:
1. to find out the segmentation patterns that are used by our participants;
2. to determine the perceived structural points of gravity of the musical piece;
3. to discover the emotional response pattern in relation to the segments;
4. to discover the emotional expression and imaginative response induced by the
music, and their relationship with the emotional personality profile;
5. to confirm possible developmental differences in music analysis, comprehension
and emotional experience.
We conducted empirical research which combines: a ‘step by step’ analysis of the
whole musical piece where participants are asked to focus their reports on different
aspects of their experience; a qualitative, content analysis of the continuous selfreported responses (Schubert, 2001) in the course of listening to the piece and a
narrative analysis (Denzin & Lincoln, 2005), as well as the results of the personality
test measures. The variables that are taken into account are: music-related factors
(segmentation, structural points of gravity, emotional response), personal factors
(emotional profile, age) and listening-related factors. For listening material, we used
Mozart’s Phantasie (K. 475, C-minor), lasting 15 minutes, performed by Glenn
Gould, for its unconventional character and provocativeness in the sense of
increasing/extension of musical time "from the inside"; the performance becomes an
"inner" analysis of the piece, and its analytical articulation acquires the possibility of
interpretative extension (Cook, 1999).
The participants filled in questionnaires for listening-related factors, emotional
responses and narrative, and Plutchik’s emotions profile index. The sample consisted
of 10 successful piano performers (8 female and 2 male ones) of different age (5 MA
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students, aged 21 to 26, and 5 pupils of a specialized music school, aged 15 to 18). All
the listeners were acquainted with the piece, only one had played it.
The whole research procedure lasted around two hours, including a break. The
listeners first filled in a questionnaire that covered the listening-related factors and
Plutchik’s inventory (Plutchik, 2000). While listening, the participants were exposed
to the music for four times. At first, they listened to the whole piece without following
the sheet and without any other request; while listening for the second time, they had
the task of mark segments on the sheets directly, and with special symbols when they
had to report on the hierarchical order. In the course of listening for the third time, the
task was to define the structural points of gravity and to mark them on the sheets.
While listening for the fourth time, the participants had to continuously self-report
their emotional responses to music, related to the musical segments that were
previously individually marked. The instruction was to write down the emotional
responses, reactions, experiences that occurred while they were listening to the piece.
At the end, the participants were invited to verbalize their mental imagery stimulated
by the musical piece into a story, narrative, that would be, in their opinion,
representative of the music piece considered as a whole. The listeners were asked to
produce written narratives after the listening process had been finished, in order to get
a condensed insight into the imagery content stimulated by Mozart’s Phantasie.
According to their reports, all the participants were in a good, self-satisfied or relaxed
mood, being curious and very much willing to participate. Only one had had an
unpleasant event on that very day, the effect of which, interestingly enough, was
reflected on his self-report concerning music. Spontaneous comments, referring to
Gould’s specific interpretation, emphasize how decisive the role of the performer can
be in communicating emotional content. But in this research, our focus was on the
structure expression. We were interested in how the participants “read”, but also
“hear” the expression of the piece transferred to them by the performer.

Results
Formal analysis: Mozart’s Phantasie K. 475, C-minor
It must be noted that, at the time when W. A. Mozart’s Phantasie K. 475 was created
(1785), the elements of musical fantasy – which primarily caused the accentuation of
the emotional basis in music in general or, in other words, conditioned the
strengthening of musical fantasy as an expression of emotional sentiment, or
contributed to the emphasizing of musical-fantasy enthusiasm as a direct expression
and emotion – brought about their self-alteration and self-immersion into emotions.
Namely, they seemingly immersed themselves into, or identified themselves with, the
elements of the then new general tendencies of (re)animating emotionalism, which
would especially develop in 19th-century music (Popović Mladjenović, 2009).
Mozart’s Phantasie transcended the historical and stylistic moment in which it was
created, thus what Mozart began was finished by Liszt in his piano composition
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Sonata in B-minor (1852–1853). It is perfectly reasonable that Mozart’s Phantasie
served as a model to Franz Liszt for a typological definition of his one-movement
sonata cycle.
The sections existing in Mozart’s (Sonate)-Phantasie (Table 1) represent parts of the
sonata form, but at the same time, the same sections, owing to their pronounced
singularity (in the sense of thematic and tonal contrasts) constitute quasi movements
in the imagined sonata cycle, and this effect is further enhanced by the frequent
extreme changes of tempo. (The used score: W. A. Mozart, Sonaten und Fantasien für
Klavier in vier Bänden, Urtextausgabe, Band III, Veb Breitkopf & Härtel
Musikverlag, Leipzig, 1956.)
Observed from this angle, Mozart’s Phantasie offers a considerably sharper picture of
the applied formal model. The model which is applied is the sonata form with mirror
recapitulation (Popović, 1998) (Figure 1).

Figure 1. Sonata form with mirror recapitulation.

The other possible model is the one-movement sonata cycle:
1st movement – Adagio (Exposition)
2nd movement –Allegro (Development)
3rd movement – Andantino (“Recapitulation of the second subject”)
4th movement – Piú allegro + Tempo primo (“Transition from the exposition”+
recapitulation of the first subject, and coda /entirely Tempo primo viewed as Coda of
the 4th movement and, at the same time, of this possible one-movement sonata cycle/)
The most provocative relation in the work is the absence of thematic correlation in the
“repeated” second subject (Figure 2). In this case, interaction is accomplished by the
construction and character, as secondary elements. Elements from the structural level
are additionally supported by tonal elements: by no means less important is the fact
that the musical flow of the second subject is both times in a major key, against the
minor key reserved for the first subject (D-major and B flat-major – a key that is a
major second apart from the principal key of C-minor).

104 T. Popović Mladjenović et al.

Table 1. W. A. Mozart, Phantasie K. 475, C-minor. Formal analysis
Adagio (bars 1–41)
bars 1–18
Segment of the hypothetical sonata exposition: hypothetical first subject
Tonal level: beginning in C-minor
Structural level: period: 9 + 9
Microstructure:
9 + 9
2+2+5 6+2 ½
bars 18–25
Segment of the hypothetical sonata exposition: “extension“ functioning as transition
Tonal level: beginning in B-minor: VI – temporary region of G-major
Structural level: fragmentary structure
Microstructure:
3½ + 4
1 ½ +1+1 1+1+2
bars 26–41
Segment of the hypothetical sonata exposition: hypothetical second subject
Tonal level: D-major
Structural level: rounded binary form: ║: a a1 :║: b a2 :║ (b a2)
Microstructure: a a 1 (bars 26–29); b a2 (bars 30–35); b a2 (bars 36–41)
2+2
2+4(2+2)
2+4(2+2)
Allegro (bars 42–90)
Tonal level: key A-minor + modulations
Structural level: sentences, fragmentary structure
Segment of the hypothetical sonata development: introductional segment (bars 42–61)
Microstructure: 9
+
9
+
2
1+1+5+2
(sequence)
Segment of the hypothetical sonata development: central segment (bars 62–78)
Microstructure: 2+4+4+2+2+1+1+1
Segment of the hypothetical sonata development: closing segment (bars 79–90)
Microstructure: 7+4+1
Andantino (bars 91–129)
Segment of the hypothetical sonata recapitulation of the second subject
The conclusion is based on the constructive analogy – even though thematic correlation is absent – and on
the presence of certain keys which could be expected in the second subject (D-major and B-major!).
Tonal level: B flat-major
Structural level: rounded binary form: aa1 aa1║ba2 b1a 3;
Microstructure: a a1 (bars 91–98); a a1 (bars 99–106); b a2 (bars 107–114); b a3 (bars 115–122+123–129)
4+4
4+4
4+4
4+4
+2+2+2+1
Piú allegro (bars 130–165)
Segment of the hypothetical sonata recapitulation of the transition
Significant extension of the transition from the exposition in the so-called mirror recapitulation of this
sonata form.
Tonal level: beginning in G-minor + modulations
Structural level: fragmentary structure
Microstructure: first segment (bars 130–142): 6 + 3 + 4
2+2+2 1+1+1 1+1+2
: second segment (bars 143–157): 3+2+2+2+2+4
: third segment (bars 158–165): 2+2+4
Tempo primo (166–181)
Segment of the hypothetical sonata recapitulation of the first subject and Coda
Shortened recapitulation of the first subject (bars 166–172) + Coda (bars 173–181)
Tonal level: C-minor
Structural level of the first subject: sentence; Structural level of the Coda: fragmentary structure
Microstructure of the first subject: 7 (4/2+2/ + 3)
Microstructure of the coda: 2 ½ + 3 + 3 ½ (1+1+1 ½ )
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Figure 2a. W. A. Mozart, Phantasie K. 475, C-minor, exposition: second subject (beginning).

Figure 2b. W. A. Mozart, Phantasie K. 475, C-minor, recapitulation: second subject
(beginning).
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Also, the transition from the exposition represents the starting point for the
development, for its considerable extension in the reverse recapitulation, as well as in
the coda of the entire work. In addition, the ends of these segments of the music
unfolding in time (transition, development, extended transition in recapitulation and
coda) perform recognizable musical semantic functions. In addition, the functions
with formal meanings especially distinguish themselves with respect to the three-part
structure of the development and recapitulation of the transition.
Segmentation
Concerning the perceptive segmentation of the music unfolding in time, which
implies a ‘step-by-step’ analysis, the least number of the registered segments (7) was
detected by two respondents, while one respondent detected the greatest number (30),
thus exceeding the others. The number of segments observed by the other respondents
ranges between 12 and 24 (12; 15; 17; 18; 19; 21; 24). These other respondents
mostly detected the greatest number of sections and subsections of the given music
piece, whereas they did not single out the macro-parts of the form, nor did they
segment the infraphrasal (micro-syntactic) level.
The greatest differences in segmentation were observed with respect to the first
subject and the transition from the exposition, as well as the recapitulation of the first
subject and coda. The transition from the exposition is the locus which is very rarely
differentiated as a unique entity, separate from the first subject. The first subject is
rarely segmented as a sentence-periodical structure. Rather, it is perceived as a unique
entity with a separate “head” (“head”-motif) of the first subject (that is, the first four
bars of the entire work), which is also observed in all the cases in the recapitulation of
the first subject, but its further unfolding is, like the coda, exposed in the
recapitulation to the most varied designations. The last bar of the coda and, at the
same time, of the work as a whole is singled out as an entity with a special meaning in
almost all the cases.
The development and the recapitulation of the extended transition were segmented
into three sections by most respondents, regardless of the fact that their mutual
boundaries were not always identically delineated by all of them, which is interpreted
by the fragmentary structure, especially in the recapitulation of the transition, so that
in this way equivalent relations (at a distance) are established between these two
separate sections of the musical flow, with the same or similar musical semantic
meaning.
What is especially surprising is that the most provocative relation in the composition
– the absence of any thematic similarity between the second subject from the
exposition and its “repetition” in the recapitulation – was correctly observed and
detected by all respondents. Namely, both times the second subject in all the cases
was segmented in a most meticulous and precise way, as a rounded binary form with
the unmistakable linkage and separation of that which is linked and that which is
separated within this form, with all the designated unwritten and written repetitions,
including a reference to the same subsections (which are located at a distance) in
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those parts of the music unfolding in time. It is evident that the thematic plan is not
decisive for the perception and reception of the (non)equivalent parts and their
interrelations, and for the creation of cohesion networks of widely varied relations in
one consistent and thoughtful music unfolding in time.
It must also be noted that one of the respondents, who designated only 7 segments or,
in other words, detected, within them, quite correctly (relative to the offered
musicological/musical-theoretical analysis of shaping the music of Mozart’s
Phantasie) all the sublevels of segmentation (sections, subsections, periodical and
phrase structures, infraphrasal and motif level), while the respondent who detected the
greatest number of 30 segments, also determined most correctly all the groupings of
the segments, from the most ramified level up to those largest sections which refer to
parts of the sonata form or a possible sonata cycle. In the case of both respondents,
one might say that both analyses – the ‘step-by-step’ analysis, characteristic of the
listener and the author, and analysis of the analyst conditioned by the point of view of
the observer (by watching and listening to the score inside oneself) which ranges from
division into larger sections and then into smaller and the smallest – were made
simultaneously, but in opposite, dual directions. In fact, the methods are mutually
intertwined and, accentuate the same things, only reversely, because music is an
abstract construction founded on the intuition of separation, but at the same time of
connection, too. The differentiation and integration of equivalent and non-equivalent
elements from the domain of musical components are not divergent, but parallel and
complementary processes.
We aimed to clarify that whenever a more pronounced process of musical shaping
takes place, a conflict is possible between the potential of the habit brought about by
the automatization of activities and the actual distribution of energy in the particular
musical composition. Thus, in the listener himself, there is an unconscious,
unperceived struggle for the identification of the carrier of expression, a struggle
between the superimposed processes of thinking in the course of perception, a
struggle between the possible (expected) continuations, meaning – in a word, that
general, comprehensive musical dynamics are displayed. The segmentation of
Mozart’s Phantasie, the emotional response in relation to the segments, or the relation
between the emotional response and the segmented musical structure in the music
unfolding in time of Mozart’s Phantasie, show that in spite of the non-standard
quality of modeling, Phantasie is unmistakably perceived as a sonata, even though it
is rather freely conceived (all the sections of the form are specifically interrelated; the
apparently loose thematic and tonal connections of all the parts are linked into a firm
whole). Elements with a special formal meaning indicate the existence of knowledge
of the identity – of the sameness of the role of musical details despite permanent
changes they are exposed to. Connected with this, if the notion of musical perception
was decomposed and enriched by the notions of integrity and identity, the position of
the researcher of perception would be improved to a certain extent.
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The pillars of musical structure
It is very interesting that, in a considerable number of cases, the correction of
segmentation (mostly unconscious and/or intuitive, since the segments were evidently
not singled out subsequently, but were clearly localized post festum in the right place,
through the textual designation of the point of gravity in the score) was made while
designating the structural pillars. In most cases, the structural pillars were precisely
elaborated, together with the number of segments detected and mutually adjusted at a
high level among the respondents. Their relatively correct designation refers both to
the observation of one dominant feature which coordinates the unfolding of the music
at a given moment, and to the differentiation of the summary action of a number of
mutually adjusted elements. These elements, in the same combination, occur several
times in the work (primarily in the equivalent parts of the form), functioning as the
leading direction of the current moment of the musical flux (for example, temporhythm-meter-dynamics; rhythm-articulation; rhythm-texture; dynamics-harmonyagogics...).
In general, the fact that the number of perceived structural pillars is greater than the
number of segments observed (the smaller one being in question here) indicates that
in the course of listening the respondents were exposed to the entire network of
floating points of gravity which changed frequently and fast. Actually, this is one of
the main characteristics of the music unfolding in time of Mozart’s Phantasie, which,
in emotional terms, and both at the expected and unexpected moments, strongly and
constantly dynamizes the musical content. The almost continuous progression, the
increase of tension arches and, thus, even at the moments of the regression of the
music unfolding in time – the second subject in the exposition and in the reverse
recapitulation – point to the emotional energy potential of such a dynamized music
unfolding in view of the relatively fast change of sections a and b (and their variants),
which are dominated by different structural points of gravity.
The tempo, meter, rhythm, dynamics, articulation, texture, as the combined structural
pillars, are mostly linked to the transition, development and extended recapitulation of
the transition (or, it can be probably said, the transition functioning as the second
development, which cuts through the point between the recapitulation of the second
and first subject), while the melody, harmony, agogics, also as the primary combined
points of gravity, are linked to the first subject and its recapitulation and coda, while
the change of individual, specified pillars, such as the melody (section a of the second
subject) and the rhythm (section b of the second subject), to both second subjects. In
relation to the aforementioned, the emotional expression, which is linked to the
structural points of gravity on the macro-level, is more than clear and coincides with
the emotional response to the segments of the work. On the micro-level, however, that
ambiguity, in the sense of existence and maintenance of the coupling of the specified
same pair: the musical features – the emotional response vanishes in a large measure
and, moreover, resists any attempt at generalization, because it simply emerges and
acts depending on its micro-local context.
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The melody is probably the most distinctive such musical feature in Mozart’s
Phantasie, which, in general, is not susceptible to linking to a specific type of
emotion, or the spectrum of induced similar emotions. Depending on the musical
context in which it assumes the role of the structural point of gravity, the melody is
linked to extremely different emotions: both those of uncertainty and safety and fear,
helplessness, as well as relaxation and indifference and foreboding, sadness, tension,
explosion, scream. This insight is certainly related to the changed degree of absence
of the same or similar thematic material for the establishment of equivalence of the
parts of the music unfolding in time, which are at a distance in the musical flux (that
is, in time!). In that sense, it becomes evident that other forms of combining and
adjusting musical features in the struggle for assuming the leading role in the
regulation and dynamization of the musical structure, as well as other methods of
producing its specific emotional coloring begin to dissolve and/or substitute that kind
of consistency and automatism of any music unfolding in time, mostly based on
conventions (Popović Mladjenović, 1996).
The emotional response pattern in relation to the segments
As for the emotional response to the segmentation of the structure and musicalsemantic function of its parts, the respondents with the least and the greatest numbers
of the designated segments (7, 24, 30) grouped them into larger parts (not into the
largest!) and tied to them a specific emotional expression. In their doing so, one can
naturally observe a very high degree of coincidence of emotions induced by those
structures, through the nuanced demonstration of individual specifics. Something that
is a general feature in the case of the three above-mentioned respondents (the
grouping of segments with respect to the structural emotion) occurs sporadically in
the case of the other respondents as well. In all those cases, one can observe the
following connections, both between the parts of the form themselves and between
their musical-semantic function and the induced, quite specific emotional expression.
However, in the case of the second subject, both in the exposition and the
recapitulation, the emotional responses of absolutely all the respondents were the
same (Table 2).
Considering that, to a great extent, the participants’ reports are similar and bound to
the structural points of gravity and segmentation, their individual emotional
expressions could be interpreted as strongly induced by the message that the musical
piece brings. We could say that in this group of listeners, a higher level of
comprehension of musical structure is related to a more specific emotional experience
(3 participants). The reported reactions point to a cognitive appraisal (elaboration),
emotional expression (depicting a temporary emotional status that represents
something) and certain subjective feelings. We could say that our findings are in
concordance with the conclusions of other researchers (Juslin, 2001; Gabrielsson &
Lindström, 2001), and that there is a high degree of agreement concerning the broad
emotional categories expressed by music (Scherer & Zentner, 2001; Sloboda 2005),
but less agreement concerning the nuances within these categories (Juslin et al.,
2006). Our findings suggest that the emotional responses, together with musical
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apperception and comprehension, were to a great extent in balance with the points of
gravity of the piece and with the general pattern of structural expression. So, there is a
certain level of agreement between listeners about the emotions that the music
communicates, but we could say that, viewed from a more distanced point of view,
the musical expression of the piece is a matter of the listener’s individual perspective
and the specific emotional meaning that the music induces.
Table 2. Relation between structure and emotional response.
Structural elements
First subject and transition
Second subject
in exposition
Development
Recapitulation
of the second subject
Recapitulation of the transition
Recapitulation of the first subject

Emotional response
uncertainty, foreboding, expectation, dramaticality,
sadness, severity, tension
safety, cheerfulness, calmness, warmth, tenderness, happiness,
children’s carefree mood, joy, beauty
sudden anxiety,
anger, dramaticality
calmness, happiness, tranquility, curiosity, joyfulness,
energy, slight distancing, level of anxiety
constant distinctive dramaticality,
expectation, vanishing
uncertainty, severity,
fear, uneasiness, sadness, insolubility

The emotional expression and narrative response induced by the music and their
relationship with the emotional personality profile
The realm of differences in the sphere of emotional expression that appeared among
our participants was connected with the elaboration levels and the character of
responses. A rich variety of these was in evidence – concrete or abstract thinking,
divergent or convergent thoughts. Some are immediately connected with external
contents and happenings. We point out some categories of the above:
1) Emotional-cognitive elaboration with a personal content and associations attached
to the music that come from the non-music world (question… possible options… he
realizes that he doesn’t know the answer… he is furious and sends everything to
hell… – female participant).
2) Contemplative reflection that includes ideas and concepts, followed by sentiments
and moods rather than distinct emotions (an idea to accomplish a dream which
inevitably leads to a state of body and mind... and which none can do alone).
3) Creative metaphor (in this part, an attempt at fighting with destiny… it transforms
into further wandering, for the moment, and further waiting for the final and
inexorable end)
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4) Distinct emotions, clearly defined, and the ones that have a dimensional profile
(uncertainty, tension, anxiety, fear, happiness, serenity). They could be more easily
interpreted based on a categorical approach to emotional conceptualization.
The reports are mainly unison at the beginning of the piece, and generally concerning
the structure of typical emotional responses, but differences are numerous at the end
of the piece (coda). They show the richness of the imagery process: anger/tragic;
resolution/calmness; victory-like; premonition and sadness; wakefulness; romantic
feelings of longing for a beloved girl; a feeling of resignation; giving up; silent and
heavy grief; surprise, anger, explosion. The great variety in emotional expressions at
the end suggests that they are more determined by personal interpretations than by the
music itself. How could we explain this? If we think of the unusual structure of
Mozart’s Phantasie at the end (Figure 3), we could say that this irregularity or
unexpectedness (Meyer, 2001, 1956), as opposed to a learned expectedness
(Thompson & Schellenberg, 2006; Huron, 2006), aroused different cognitive and
emotional appraisals in our group of listeners. Moreover, this is the part where their
personal stories break through into the musical content. The interpretations of the
musical message are personal and they move from certain emotions to metaphorical
expressions and philosophical ideas (Figure 4). We could say that the level of
elaboration, cognitive and affective, is higher and more creative at the end of the
piece, and also that the synchronicity of structural expressions and personal
experience is tighter, due to the rising tension coming from the music and the
emotional arousal of the listeners. As suggested by some other authors (Sloboda &
Juslin, 2001), structure-induced proto-emotions turn into emotions due to a semantic
content – iconic, associonational and imaginative. In this part, some correlations with
the emotional personality profile could be detected. We could say that music can
induce emotions that are not rooted only in music itself. Music is a means of personal
projections, and in that sense it is a strong communication mediator (Juslin & Persson,
2002) among people and within oneself.

Figure 3. W. A. Mozart, Phantasie K. 475, C-minor, ending.

Based on the narrative content analysis we could say that Mozart’s music stimulated
the mental imagery of our participants and aroused philosophical ideas and creative
metaphors, as well as concrete meanings. The prevailing emotional atmosphere is
colored with rather dark emotions (fear, uncertainty, dramatic experiences, pain,
unhappiness), though positive emotions are also present (hope, calmness, joy). The
next elaboration level is defined by broader emotional expressions (emotional flow
during listening; life that ends with the inevitable – death; man fighting with his
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illness) and concrete representations (a romantic “fairy tale-like” story; suppression
of strong authority that ends in an explosion). Only one subject was strongly
influenced by temporary situational circumstances and in four metaphors some
content that comes from personal conflicts could be recognized The level of cognitive
elaboration mainly consists of philosophical ideas (time dimension and its continuity;
“Who I am” and “How did the world come into being?”), sometimes based on the
archetypal (a struggle of opposites). A typical theme is life’s transience, the endless
flow of time and the struggle of Man with his hopes that are finally determined by the
inevitable. We may remark that the narrative content condensed the meaning of
musical structure expressiveness, cognitive and emotional arousal and personal
projections.

Figure 4. Levels of emotional and narrative responses induced by music and listeners’
attributes and processes.

The emotional personality profiles are different from those of the non-musical
population (Kostić, 1997), which is in keeping with other findings that show
musicians to be a different group in terms of personality characteristics (Kemp, 1996;
Bogunović, 2008). As a sample characteristic we would emphasize the presence of a
need to please others and a tendency to compensate unpleasant negative feelings by
means of positive emotions, but these should be investigated more fully. A direct
relationship between the test profile and emotional responses to music has not been
confirmed, although a certain degree of personal projections in the musical content is
definitely present, as we wrote in the above-mentioned findings. The emotional
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personality profile, in conjunction with (emotional) intelligence, has an indirect
influence on verbal and emotional fluency and the level of cognitive elaboration. It is
also shown that the most recent occurrences or a longer period of exposure to certain
environmental factors can influence the emotional profile, and thus the individual
response related to the music content.
Developmental differences
Our findings show that there are no age-related differences in the segmentation
analysis or when it comes to the determination of the structural points of gravity, nor
in the sphere of imaginary production and the characteristics of emotional response.
Differences can be observed in the emotional personality profile that shows typical
adolescent attributes in the younger group. They refer more to the basic emotions,
show less fluency in emotional distinction, which can all be understood as a part of
the developmental period. Anyway, age-related differences are more in evidence
when it comes to nuances. On the other hand, the participants differ more in the realm
of individual attributes (personality, ability).

Conclusions
By way of conclusion, we could say that mental representation of music is a decisive
factor of the emotional expression of musical structure. The key point of musical
expression is based on the musical structure and the points of gravity. These are, first
of all, the determinants of musical experience, especially in the case of skilled
listeners. It has also been confirmed that there is a high degree of agreement when it
comes to the broad emotional structural expression, but less agreement concerning the
fine differentiations within these responses. Furthermore, the musical expression of
the piece is a matter of the listener’s individual perspective and the specific emotional
meaning that the music induces. It is enabled through an unexpected musical structure
which leaves room for diverse individual emotional responses and metacognitive
elaboration induced by both music and personal characteristics, such as the
personality profile, (emotional) intelligence and life experiences. The findings, thus,
show that subtle levels of distinctions in cognitive and emotional arousal and
elaboration of the listeners are highly dependent on personal attributes.
Consequently, if the structure of a musical work is its sense (which is directly
understood by listening), then the meaning of music is not only musical, but is also
extra-musical and symbolic. It rests on “expressiveness as its basic stratum, on a
logical resonance between musical structure and extra-musical phenomenon”, as well
as on the recognition of the effects achieved by certain forms of structural
organization of sound material. Accordingly, meaning is the “product of mental
activity by which, in the process of interpreting a musical work, the content of its
nucleus is sought” (Veselinović-Hofman, 2007). Therefore, the search for the
meaning of a musical work takes place with the decisive participation of a personal
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associative mechanism and the ability of metaphoric expression. In view of the fact
that the elusive nature of music conditions all meanings to remain in the state of
asymptotic aspiration and/or longing, the meaning of a musical work becomes a
matter of subject and has the author’s specific, individual point and personal
completion (Veselinović-Hofman, 2007). The metaphoric tension, which emanates
from the nature of music, namely the dynamism of its meanings allows access to the
dynamic vision of reality which is the implicit ontology of the metaphorical
expression (Ricoeur, 1975).
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