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Abstract

In media examples throughout history, discussion of controversial music often features
emotional condemnation of the music on moral grounds. This makes little intuitive sense
given that the moral emotions are usually associated with objects which are harmful or
contaminating. Music is neither capable of causing direct harm nor contamination: as such,
exploring anger and disgust in this context may shed new light on how these emotions are
elicited and what action tendencies they may motivate. The first two studies presented in this
thesis were carried out using open-ended methods: in Study 1 (n = 90), participants asked to
describe a time they were disgusted by music most frequently mentioned a variety of immoral
content types. This finding replicated in Study 2 (n = 94), which also suggested that anger
responds to music which is harmful for personal reasons. Quantitative measures in the second
study suggested five underlying factors of reasons for anger and disgust at music, which
supported the qualitative findings by demonstrating a pattern of disgust at immoral factors
and anger at personal factors. In Studies 3 (n = 106) and 4 (n = 85), the pattern of action
tendencies elicited by anger and disgust at music suggest that disgusting music leads to
interest in approaching the music in a hostile manner to cleanse its content from society, thus
preventing the spread of immoral values. Bad aesthetics was found to elicit similar levels of
disgust as immoral content but without the resulting higher levels of hostile approach
tendencies. Study 5 presents a preliminary study into moralization of music which
contaminates a preferred genre amongst highly-identified fans. The implications of these
results for the wider field of research into the moral emotions, as well as the viability of

ongoing research into this topic, are then discussed.
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CHAPTER 1
Introduction and the present research

In today’s society music is omnipresent, broadcast through our car radios, our
televisions, and the airspace in nearly every public venue. Given the vast quantity of available
music, it is unsurprising that some of it, at times including entire genres of music, has elicited
controversy. In many examples, this controversy has included the expression of emotions
such as anger and disgust. Examples of anger and disgust at music can be found in numerous

media examples, both modern and historical.

During the 18th century, reactions to the Volta, the Waltz, and the dances associated
with these styles often included condemnation on moral grounds: these dances were seen as
overtly sexual, resulting in expressions of disgust (Knowles, 2009). Decades later, similar
comments would be made about the music and dancing of Elvis Presley. One report of a live
performance by Elvis went as far as to describe it as “the most disgusting exhibition of mass
hysteria and lunacy this city has ever witnessed” (Kirkwood, as cited in Mackie, 2010). Elvis
was also accused of inflicting harm upon society, with one reporter describing him as “a
definite danger to the security of the United States” and his show as “the filthiest and most
harmful production that ever came to La Crosse for exhibition to teenagers.” (La Crosse

Register, as cited in Leigh, 2017).

Jazz music, too, has elicited accusations of being “disgusting” by writers who called it
a “craze of which many young people are the victim” (Smits van Waesberghe, translated by
and cited in Bennet, Frith, Grossberg, Shepherd, & Turner, 2005, pp. 40). It was also
compared to opiate use, with the conclusion that “To the young and inexperienced jazz music

is dangerous” (Rawlins, as cited in Spencer, 1996, pp. 77).



A more recent example of anger and disgust at popular music can be found in
response to the song Blurred Lines, released in 2013. The song contains lyrics implying that
verbal consent to sex is unnecessary, and much of the song’s content can be perceived as
encouraging the sexual assault of women. As a result, there was widespread condemnation. It
was nominated as the “most controversial song of the decade” (Lynskey, 2013), and once
again, resulted in the expression of disgust: “Seriously, this song is disgusting—though

admittedly very catchy.” (Huynh, 2015).

Moral and emotional responses to music can also occur independently of the music’s
content: for example, by causing conflict regarding groups defined by music preference.
Moral panics (Garland, 2008) occur when society becomes suddenly, frantically concerned
about the existence of a group of people or an object deemed to be a threat to the structure of
society. One example given by Garland was the backlash against the mods and the rockers:
two groups defined by their aesthetic and musical tastes. Later research by Salerno and Peter-
Hagene (2013) would suggest that concepts such as moral outrage are best explained by a
combination of anger and disgust at the target. As such, it is possible that moral panics
towards a musically-defined group may be anger and disgust directed at groups whose
preferences are seen as potentially threatening to society. Given this example, there is a
possibility that moral responses to music may be connected to intergroup processes, and the

resulting emotional consequences thereof.

Previous research into the moral emotions suggests that expressions of moral anger
are typically associated with responses to issues such as unfairness or with concerns about
harm to others (Kuppens, Van Mechelen, Smits, & De Boeck, 2003; Giner-Sorolla, Bosson,
Caswell & Hettinger, 2012). A typical expression of moral anger would be directed at the
actions of someone who has caused another person to be injured, or who has acted to deny

rights, justice or autonomy to another person. Contrasting this, moral disgust is most



commonly associated with concerns about impurity and abnormality (Horberg, Oveis,
Keltner, & Cohen, 2009; Giner-Sorolla et al., 2012; see also Russell & Giner-Sorolla, 2013).
A disgust reaction is therefore likely to involve reminders of bodily functions, abnormal
sexual behaviours, or actions which mark another person as malicious and therefore

untrustworthy (Hutcherson & Gross, 2011).

On the surface, music is neither explicitly harmful, unfair, or obviously impure in any
manner. However, the same could be said of many things- across multiple forms of visual,
written and verbal communication, moral emotions are felt in response to mere references to
immorality. This research therefore aims to use music as a demonstration of a more general
process: the use of anger and disgust to negotiate interactions with technically harmless but
offensive content. While this will naturally overlap with responses driven by intergroup
processes involving larger-scale identities such as race or nationality, by primarily focusing
on music-centred identity processes this thesis will remain focused on explaining the media
examples described previously, using clear, streamlined analyses, while also exploring the
minimum circumstances under which moralization of music is elicited. This will create a
foundation upon which future research can explore the more complex nature of music

responses in the context of multiple competing group identities.

This research also allows for the opportunity to explore moralization in a unique
manner. Away from the standard use of prompts and vignettes designed specifically to elicit
anger or disgust, by studying these emotions in response to music it is possible to shed new
light on reactions to perceived immorality, which both lack a direct connection to harm
and/or impurity, and which are also elicited by a more naturally-occurring object. It also
provides an opportunity to test for a role of non-moral versions of anger and disgust, which
could also theoretically arise in response to music for reasons explored in chapter three of this

thesis.



As such, exploring anger and disgust in response to music may offer the chance to
learn more about moral anger and disgust in a technically harmless context, in response to a
stimulus which has been repeatedly demonstrated as an effective elicitor of these emotions in
a natural setting. It also offers a chance to compare these responses to their non-moral

counterparts.

Despite this long history of anger and disgust responses to music, and the research
opportunities this presents, little to no empirical research has been performed to explicitly
connect anger, disgust, and music in a way that can determine what the underlying reasons
for these responses may be. The purpose of this thesis is therefore to provide this empirical
groundwork to explore why anger and disgust are felt in response to music, how this process
occurs, and what the consequences may be. This will then be used to examine what research
regarding anger and disgust at music can contribute to the overall field of research into the

moral emotions.

At this point, it is of course important to recognize that anger and disgust are not the
only emotions which may be elicited by controversial music. Anxiety, fear, annoyance and a
range of others may be felt in many of the scenarios that will be discussed. However, this
thesis will primarily focus on anger and disgust for two reasons. Firstly, as two-thirds of the
other-condemning triad of moral emotions (Haidt, 2003) anger and disgust have a wealth of
literature to examine, which can be used to situate the findings of this work within a well-
established field. While contempt is part of this triad, it has much in common with emotions
such as fear and annoyance in that the literature examining it is comparatively sparse, and
therefore may be of less assistance when examining a new topic such as moralization of
music. Secondly, by focusing initially on the two emotions most commonly seen within
media examples of condemnation of controversial music (as well as the two initially selected

as a potential explanation for moral outrage by Salerno & Peter-Hagene, 2013), this thesis



aims to create a baseline theory against which future research may compare other emotional

responses to condemned music.

Chapters Two and Three of this thesis will therefore explore the body of literature that
exists in reference to anger and disgust. Chapter Two will discuss these emotions in a moral
context, with a focus on what specific content types can result in these emotions, as well as to
what extent they may be elicited simultaneously or separately. Chapter Three will concentrate
on reasons for anger and disgust outside of a strictly moral context, beginning with personal
reasons for anger and disgust such as elicitation of emotionally-relevant memories and
emotional regulation techniques, then examining the use of music as an identity source and
the resulting use of anger and disgust to maintain group boundaries. The potential for anger
and disgust in a mixed aesthetic and moral context will then be discussed. From these
chapters, an overall list of hypotheses will be drawn, summarizing what the literature

suggests could explain anger and disgust in response to music.

Chapters Four and Five will cover two experiments with open-ended methods,
designed to elicit from participants explanations of why they have felt anger and disgust at
music. These will be compared to the literature, and conclusions drawn about the most
common causes for anger and disgust at music. Chapter Five also presents the results of
quantitative measures from the second experiment, which comprise measures of underlying
emotional responses to condemned music, as well as methods which look at identity-relevant

aspects and social consequences of condemned music.

Chapters Six and Seven present two follow-up experiments which examine the
consequences of condemned music, including behavioral tendencies towards hostile approach

and avoidance of the music, as well as fears about moral contagion from that music. The



findings from this will be summarized as an overall theory of the causes and consequences of

emotions condemning music.

Chapter Eight of this thesis contains a fifth study, designed to both add onto the
overall theory of the thesis and demonstrate the potential for new lines of research. The
experiment presented is a qualitative examination of the content of online music forums,
exploring moralization as a way of policing content that threatens the communities and group
norms associated with specific genres. This will provide insight into moralization as an

intergroup and interpersonal communication technique in a musical context.

Finally, Chapter Nine of this thesis will summarize the overall content and
conclusions presented in the main body of the text. It will demonstrate how research into
moralization of music can give new insights to existing research into anger and disgust in
both moral and non-moral contexts. It will then discuss potential limitations of the work,
before exploring the implications for the subject in the wider field of psychology as well as

potential avenues for future research.



CHAPTER 2

2.1 Anger and disgust in the context of morality

“Moral emotions” are emotions that some research suggests may be associated with
moral judgements- judgements about the behaviours or attitudes of others in morally relevant
domains such as autonomy and divinity (Rozin, Lowery, Imada & Haidt, 1999). They can be
elicited by a number of different types of content and result in different consequences
depending on context. Due to their classification as moral emotions, both anger and disgust
have been studied in response to a number of categories of morally-relevant content, both
together and individually. In this chapter, the literature regarding anger and disgust in the
context of moral judgements will be reviewed to determine to what extent morally-relevant
explanations for anger and disgust could explain expressions of these emotions towards
controversial music types. It is important to note here that while some of the following
research will make reference to contempt (an emotion regularly measured alongside anger
and disgust) the choice has been made for this research to focus on anger and disgust. This is
due both to its more frequent appearance in the historical examples of moralization listed
previously, and due to the nature of contempt as being particularly difficult to define and
measure in the context of research into emotion (for more information, see the review paper

by Fischer & Giner-Sorolla, 2016).

The larger category of “moral emotions” can be sub-divided into four main groups:
the other-condemning (negative moral emotions in response to immoral behaviour by other
people), the self-conscious (negative moral emotions in response to one’s own immoral
behaviour), the other-suffering (negative moral emotions elicited by viewing the suffering of
other people) and the other-praising (positive moral emotions felt when witnessing prosocial

actions by others) (Haidt, 2003). However, amongst these it is the other-condemning triad,



which responds to the wrong-doing of others, which has been found to have the strongest
implications for discussion of controversial issues. Consisting of anger, disgust, and
contempt, this triad has been found to both increase an individual’s sense of certainty
regarding their own viewpoints and reduce their likelihood of meaningful debate with those
who hold conflicting viewpoints. As discussed by Skitka (2010), morally-relevant issues such
as abortion and gun control are often seen in very extreme ways: as right vs. wrong, or good
vs. evil. This sets them apart from beliefs that are a result of personal preference, or that are
held due to conventional attitudes in society. Moral convictions are perceived by their holder
to be universal and self-evident, which can result in both a refusal to compromise and a

stronger tendency to engage in action against perceived violations.

Alderman, Dollar, and Kozlowski (2010) explore the different implications of each of
the three other-condemning emotions in the context of a real-world scenario. In discussions
of the use of smokeless tobacco, each of these emotions were found to influence debate in a
distinct manner. Parties that argued for the use of smokeless tobacco expressed anger at the
perceived threat to the autonomy of individuals to make their own health decisions. Those
opposed were strongly influenced both by disgust towards smoking behaviours and contempt
for those on the other side of the debate. Conflicting moral emotions such as in this case
could lead to reduced interest in co-operating with those on the other side of a debate, and
therefore prevent a compromise from being found. It is therefore theoretically possible that a

similar pattern may be found when discussing controversial music.

These pieces of research suggest that real-world discussion of controversy can draw
heavily upon the moral emotions, including the felt anger and disgust, of those debating the
topic. However, unlike abortion, gun control or smoking, music has no physically harmful or
disgusting characteristics to react to. It therefore seems unusual that moral emotions usually

reserved for controversies that have harmful or disgusting attributes would become attached



to it. By exploring how controversies arise, and what role the different emotions play in this

process, some light may be shed on how music may come to acquire moral value.

2.2 What can research into moral panics and moral outrage tell us about the process of

moralization?

Before examining individual emotional responses to music, it is important to consider
what moral responses have already been explored by psychological literature. For example,
previous research suggests that moralization of music may be related to group-level and
society-level moral panics. Examples of this include parents’ groups, who often raise
concerns over the content of controversial music such as rap or heavy metal on the grounds
that it may lead to deviant behaviour in the youth they seek to raise. This has been reviewed
at length by Chastagner (1999) who detailed the rise of the Parent’s Music Resource Center-
an organisation set up in the early 1980s to campaign for more strict control over the
marketing of perceived offensive content in music. As the name might suggest, this
organisation specifically focused on offensive music as being particularly harmful to children
and to adolescents, drawing connections between music and potential negative outcomes such
as violent behaviour and suicide. Religious and political organizations also have been known
to raise concern over music which infringes on the values they consider important. As quoted
by Knowles (2009), in the earliest examples of anti-dance movements couple dancing was
referred to as “the work of the devil” due to encouraging sexualized behaviour- antithetical to

the position of the church at the time.

In some cases, moralization of music on a group level can lead to public discourse on
a societal level, especially when a case involves groups who may have competing values (as
in the research by Alderman et al. (2010). Consider for example a song which encourages

women to champion their own autonomy in the context of sexual encounters. Such a song



would simultaneously elicit positive responses from groups with whom its message was
compatible- for example feminist groups- while eliciting condemnation from groups who
disliked the overt sexual content. Not only would this then lead to moralization of the music
itself, but the music would then become a public arena in which an ongoing conflict between
two moral values was re-examined on a societal level. Media representations could also
influence moralization on both an individual and cultural level. Not only would it provide a
place from which an individual could enlist others to join their condemnation of the music,
but also could provide a platform where a large, physically dispersed group could be
collectively encouraged to adopt a stance condemning that music. This would allow for
opinions to be changed on both an individual and cultural level. As such, when examining the
research into the moral emotions, it is important to keep in mind that emotions arising from
individual responses to music will need to be separated from responses to music in the

context of group membership.

In response to the various outcries against moralized content such as those described
above, a significant amount of research has already been undertaken by the social sciences in
an attempt to explore what a moral panic is and how it may arise. The most common
definition of a moral panic was provided by Cohen (1972): under this definition, a moral
panic involves a target becoming perceived as a threat to society, leading to backlash from
moral guardians and action being taken against the perceived deviants, before eventually the
panic passes. McRobbie and Thornton (1995) would later expand on this theory, explaining
how moral panics are a process involving emotional investments by the media and its
consumers. They suggest that where previously moral panics were an accidental by-product
of media coverage of events, people or objects, now they have become goals in and of
themselves. Pearson (1983) would also contribute to the definition of moral panics, referring

to them as a form of ideological cohesion relying on nostalgic language. As explained by

10



McRobbie and Thornton (1995) these processes lead to the general feeling amongst those

involved that something must be done to address the situation.

Hunt (1997) outlines three theories of where moral panics may initially arise from. In
the “interest-group theory” moral panics are generated by particular interest groups to
publicise their concerns. This is most in line with the original work by Cohen (1972). The
“elite-engineered theory” draws on work by Hall, Critcher, Jefferson, Clarke and Roberts
(1978), and suggests that when the media creates news and images, these can come to form
the foundations of an eventual moral panic. Finally, in the “grassroots theory” drawing on
work by Goode and Ben-Yehuda (1994), the panic emerges when genuine concerns that

already exist amongst the general public become boosted by media reports.

Critcher (2008) carried out a review of analyses regarding moral panics and came to
the conclusion that moral panics are a method of public discourse (society-level
communication comprised both of what is said about the issue and how it is said) through
which society reaffirms its values. In a qualitative analysis by Altheide (2009) moral panics
in media were found to be discussed with increasing frequency over time. Patterns in media
reports also suggested that moral panics were associated with public discourse around fear,
crime and social deviance. In their comparison of moral panics to other processes of moral
regulation, Hier (2002) suggests that moral panics are a localised, explosive variation of the
more overarching societal goal to regulate morality. They suggest that moral panic can be
understood as a subset of moral regulation behaviours, where the goal is not to reshape or
rehabilitate the deviant other, but instead to forcibly limit their actions and agency. In this
understanding of moral panic, the panic arises during public discourse surrounding pre-
exiting targets of anxiety such as sexuality. In regards to the exact method by which a moral
panic may arise, Blumer (1971) suggests a set of five steps. These are the emergence of a

problem, the problem becoming legitimised, action being mobilized against the problem,

11



formation of a plan and implementation of the plan to target the problem. It is of course
important to remember that these steps will manifest differently, and less obviously

differentiated from one another, when applied to different incidences of moral panic.

Moral panics have been studied in relation to a number of areas of society. Research
suggests that the concept of moral panic has been seen in response to school shootings (Burns
& Crawford, 1999), youth gangs (Zatz, 1987) and terrorism (Rothe & Muzzati, 2004). In
some cases, these moral panics have been deliberately invoked: Robinson (2008) outlines
how politicians have been known to deliberately generate moral panics around perceived
threats to childhood innocence to reaffirm conservative, heteronormative social norms during
times of potential change- such as during debates about same-sex marriage. This deliberate
invocation of moral panic has also been seen in the context of music. McRobbie and
Thornton (1995) describe a case where relatively inoffensive music was branded by
marketers as “Acid House” music, connecting it to drug use, and explicitly referring to it as
the next big moral panic. This became a self-fulfilling prophecy, as first the music press, then
the tabloids, then the general press began to run stories connecting the music to drug use- and

therefore providing free advertising for the music as intended by the marketers.

Research into moral panics has so far had some successful influence on public
discourse. As outlined by McRobbie and Thornton (1995) following the rise of moral panic
theory agents of society and the media are now aware of the dangers of moral panics and the
resulting isolation of the targeted groups. Attention has also been drawn to the importance of
giving a voice to the targeted groups in order to dispel myths and allow for understanding.
However, with this greater understanding has also come the risk of moral panics being

deliberately invoked as described above.

12



Other potential concerns raised during discussion of moral panic research include
those of Waddington (1986), where the author cautions against labelling official concern over
specific societal issues as moral panic by default, as genuine concerns are not inherently
incidences of panic. Hunt (1997) also suggests caution in discussing moral panics, as
conflating the concepts of morality and panic may leave society feeling that the two are

inherently linked, making the concepts difficult to separate in the future.

Finally, it is important to remember that research into moral panic is still ongoing.
Rohloff and Wright (2010) suggest that research into moral panics currently suffers from
three assumptions: that of temporality (where moral panics are seen as temporary episodes,
despite evidence to the contrary), normativity (where the reaction against the object of the
panic is assumed to be misguided) and (un)intentionality (where moral panics are assumed to
be accidental, even though some research suggests otherwise). They suggest that by being
guided, not limited, by previous work, it may be possible to explore moral panics in a more

objective fashion.

Taking into account research into moral panics, it is possible that moralization of
music is a sub-form of moral panic, where society labels certain music types as being
inherently harmful or damaging to moral values. This would lead to an attempt to reaffirm the
values at stake. While there may be conceptual overlap between moral panics and
moralization of music, not all examples of anger and disgust at music fit the pattern of a
moral panic. Some are less explosive, more individualised, and less focused on specific
violations of moral values. As such this present thesis will be mindful of the evidence
previously produced by research into moral panic, but will also remain open to competing

theoretical concepts.
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One last area of research which this thesis must be situated in regards to is that into
moral outrage. Papers such as Salerno and Peter-Hagene (2013) explore the concept of moral
outrage, which they suggest is a combination of moral cognitions, affect and behaviours.
Across two studies, this paper demonstrates that moral outrage may be best predicted by a
combination of anger and disgust, where felt levels of each emotion interacted with the
effects of the other on a range of outcome variables. While this thesis remains open to the
possibility that moralization of music may be an example of moral outrage or overlap with
this concept in some way, the decision was made to start from an open-minded approach
when exploring the reasons why people react strongly to moralized music. This choice was

made for two reasons.

Firstly, research into the moral emotions suggest that they may have a range of effects
on attitudes, affective states, behavioural intentions and actual behaviours (literature reviewed
below). This thesis therefore wanted to explore how music could elicit expressed attitudes,
experienced affective states, and resultant behavioural patterns without assuming a co-
occurrence between these different component parts of a moral reaction. Additionally, the
literature reviewed in the rest of this chapter suggests that anger and disgust may have a
varied range of outcomes both independently and when co-occurring. Exploring this range of
potential outcomes, and allowing for the possibility of separate reactions of anger and disgust
as well as potential covariance, was seen as the best method by which this thesis could gather
enough information to explore the novel concept of moral emotions in response to music in a
way which was not overly constrained by a-priori hypothesising. As such, the remainder of
this chapter will be devoted to exploring what previous literature has said about the potential
reasons for and consequences of anger and disgust, and consider the implications of these

findings for moral emotions in response to music.
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2.3 How can music come to elicit the moral emotions?

One method by which by which people could come to view music as a moral concern
is through moralization: the conversion of preferences to moral values (Rozin, 1999). This
can occur both on an individual and a cultural level, and generally may take place through
two methods. Through moral expansion, a person who has a new experience (for example,
reading a book about vegetarianism) may adopt a new moral value (such as belief that meat-
eating is harmful) as a result of what they have learned from that experience. Through moral
piggybacking, new information or experiences can cause a previously-existing moral value
(such as preventing harm to animals) to become applied to a previously neutral object or
behaviour (for example, by finding out that a supposedly vegan product actually contained

animal products), resulting in that object or behaviour now eliciting moral judgements.

In their earlier paper, Rozin, Markwith, and Stoess (1997) discuss how this process
can be best illustrated by someone who becomes a vegetarian for moral reasons. Individuals
who indicated that their avoidance of meat was for primarily moral reasons demonstrated
stronger condemnation (and therefore moralization) of meat-eating behaviours as compared
to individuals who avoided meat for non-moral (e.g. health) reasons. This has also been
demonstrated in more recent research: Sheik, Botindari, and White (2013) explored the effect
of overeating on desire for physical cleanliness: the relationship was fully mediated by moral
processes. In essence, their participants had moralized overeating. When they then performed
the moralized action, they came to feel moral judgements against themselves, and desired the

removal of this feeling through cleansing behaviours.

These studies demonstrate how a preference, such as type or amount of food intake,
can attain moral value. When a preference, such as food intake, becomes relevant to a moral

value, such as preventing harm to animals or living a healthy lifestyle, that preference
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becomes seen in a new, moralized, light. The behaviour in question stops being a matter of
preference and begins to be a method of either following that moral value or not. For
example, if a person prioritises care for animals as a moral value, then eating meat would
change from being a dietary preference to being a method of either following the moral value
(by rejecting meat, preventing animals being harmed) or not (by eating meat, necessitating

the killing of an animal to provide that meat).

It is possible that music may attain moral value in a similar manner. For example, if a
person holds preventing harm to others as a core moral value, music seen as threatening to
others would become moralized. In the previous chapter, a description of “Blurred Lines”
was given: the song can be interpreted as encouraging men to ignore the withheld consent of
women and abuse them sexually. This would count as a form of harm encouraged by music,
changing it in the eyes of the listener from a preference (whether or not one wants to listen to
a specific piece of music) to a method of either following the moral value (rejecting the
music, and with it the concept of abusing women) or not (by accepting the music, and

implicitly the call to harm contained within it).

It is also important to consider that individual differences may affect the likelihood of
expressing moral concerns (Lovett, Jordan, & Wiltermuth, 2012), and therefore to what
extent a person is likely to condemn music on moral grounds. Bjorklund (2000) studied the
concept of moralism (a difference between individuals in regards to what extent they see the
world in terms of right and wrong). He found that moralism was associated with defence
mechanisms such as isolation of affect: essentially, not only are some people more likely to
view things in a moral light, but this may also lead to them using techniques designed to
protect themselves from further harm. This research may elaborate on the findings above, by
suggesting that there is a role for individual differences in how likely a person is to apply

previously held moral values to neutral objects. A person who is already prone to
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moralization may be more likely than others to see music as a threat to their personal values,
and therefore more likely to adopt a stance against that music as a method of ensuring they

both remain true to their values and prevent harm from coming to others through that music.

2.4 What elicits anger and disgust in a moral context?

A significant body of research has been dedicated to what exactly results in the
formation of moral judgements. For example, Haidt (2001) created the social intuitionist
model to try and explain how moral judgements take shape: he suggests that judgements are
made intuitively, with verbal reasoning following behind to justify the choice one has made.
This could imply that when exposed to music they dislike an individual may feel an intuitive
negative reaction to that music and use moralized language to describe that reaction to

provide a more elaborated justification for their responses to themselves and others.

Later research would claim that these intuitive judgements may be responses to
specific content types, implying that anger and disgust at music may be responding to a
perceived moral violation within that music. Building on the social intuitionist model,
Graham et al. (2013) created the moral foundations theory. This theory argues that not only is
moral reasoning intuitive, but that moral judgements can be categorised into five factors of
morality: care/harm, fairness/cheating, loyalty/betrayal, authority/subversion, and
sanctity/degradation. These foundations can also elicit third-party judgements. As such,
music (through sound, lyrical content or contextual details) could be seen as somehow
violating one of the moral factors. For example, music encouraging the listener to cheat on
one’s partner would violate the “loyalty/betrayal” factor. The listener would be intuitively
disgusted and/or angered by the suggestion, and then would apply existing moral arguments
to that feeling in order to justify it. This is similar to the individual moralization outlined

above, but in this case is intuitive rather than reasoned.
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Similarly to the intuitionist models, work has been done exploring emotions as
processes emerging from cognitive appraisals. Moors, Ellsworth, Scherer and Frijda (2013)
explain that in these “appraisal” theories of emotion, emotions are defined as adaptive
responses to aspects of the environment which may be relevant to the wellbeing of the
individual. Due to this, emotions are seen as processes, rather than states of being, with the
“feelings” component of emotion being the conscious reaction to changes in the other
components of the process. Scherer (2009) defines four aspects of an event which can affect
how an individual’s appraisal may vary. These are relevance to the self, implications for the
individuals’ wellbeing, the coping potential of the individual and the significance of the event
for the self-concept. Later research would suggest that appraisals of facial actions, such as
those of implied valence and arousal, may form part of the process of reading emotions in the
facial expressions of others- not just in the creation of one’s own emotions (Mehu & Scherer,
2015; Scherer, Mortillaro, Rotondi, Sergi, & Trznadel, 2018). Appraisal theories also suggest
that some components of the appraisal process can have implications for later action
tendencies such as approach or avoidance (Sander, Grandjean, & Scherer, 2018; Scherer,
2013). Anger and disgust at music may therefore be responses to appraisals made about
aspects of the music, such as its self-relevance or significance to one’s social norms or
potential required actions. They also could potentially act as reactions to appraisals of the

anger or disgust felt by other people in response to moralized pieces of music.

Some research suggests that objects which elicit moral judgements can result in
simultaneous feelings of anger and disgust. For example, as described above Salerno and
Peter-Hagene (2013) found that expressions of public moral outrage are comprised of both of
these emotions. However, while the two can frequently co-occur, many examples of research
suggest that anger and disgust may be different from one another in the extent to which they

respond to specific moral violations and contextual information.
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In opposition to intuitive models of emotional reasoning, much research is devoted to
the concept that anger and disgust may be conscious reactions to specific moral violations.
Rozin et al. (1999) explore a set of unique pairings between contempt, anger, and disgust, and
the moral domains of community, autonomy, and divinity respectively (originally
hypothesised by Shweder, Much, Mahapatra & Park, 1997). In this case, anger would be
elicited by violations of the autonomy of others, such as harm or prevention of access to their
rights. Disgust would be elicited by violations of divinity, such as bodily functions and
actions which ruin the higher moral standing of humanity. This connection between anger
and autonomy, and disgust and divinity (also referred to as purity) has been both supported

and refuted by a number of studies.

Giner-Sorolla et al. (2012) found that when exposed to stories about various types of
sexual violation, participants responded to stories of sexual harm (such as cheating) with
anger and to sexual abnormality (conceptually overlapping with impurity; including examples
such as incest) with disgust. The disgust-impurity connection has also been found by Horberg
et al. (2009), who found that disgust had a unique relationship with the purity domain and
was not found in response to judgements of harm. A similar response pattern to these studies
was found using sounds: Seidel and Prinz (2013a) found that irritating noises induced anger
in their participants, whereas ‘icky’ noises (such as the sound of vomiting) led to disgust.
This may suggest a potential explanation for anger and disgust at music: music which is
perceived to be harmful or sound irritating could induce anger, where music which is

abnormal or has unpleasant aesthetics could lead to disgust.

Important to note when considering the roles of harm and abnormality is that in some
cases, abnormality can lead to perceptions of harm. Gutierrez and Giner-Sorolla (2007)
presented participants with descriptions of abnormal situations, where it was made explicitly

clear that no-one was harmed during the event described. Despite this, participants insisted
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that some harm had been done: when asked to elaborate, many suggested that even if no
individuals were harmed, the overall morality of society had been. This could lead to a
potential explanation for anger and disgust at music: music which is abnormal or seen as
encouraging abnormal behaviour could lead to perceptions that society itself is being harmed

by that music.

This tendency to infer harm where none is present has been found in other contexts,
such as in research examining moral typecasting. Gray and Wegner (2009) suggest that
descriptions of an immoral event can lead to people “filling in the blanks” of a situation.
Moral events are perceived as consisting of a moral agent (who acts upon others) and a moral
patient (who is acted on by others). The presence of one may lead the mind of the viewer to
assume the presence of the other (Gray, Schein, & Ward, 2014). As such, music which is
perceived as encouraging immoral behaviour may result in moral responses due to the
listener mentally filling in the presence of someone who is being harmed by that music, even

if no harm has actually been done.

Further research which supports the idea that inferred harm may result from the mere
inclusion of moral violations, regardless of whether harm is actually taking place, includes
work by Gutierrez and Giner-Sorolla (2011). Their results suggest that even when a
hypothetical situation (for example, a scientist eating a cloned steak grown from a cell from
their own body) was explicitly described as having caused no harm, the existence of the
moral, taboo, violation allowed participants to presume harm. What exactly was presumed to
be harmed by this “harmless” violation differed in response to the nature of the violation,
with a mediating effect of elicited emotion. Taboo violations seen as disgusting resulted in
participants describing more perceived harm to nature; taboo violations seen as anger-
inducing resulted in participants describing more harm to an individual. As such, music

which contains reminders of a moral violation of any kind may become seen as harmful.
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Music which elicits disgust could be seen as harming nature, or perhaps society. Music which
elicits anger could be seen as harming people on an individual level, even if fans of this
music were to take precautions while listening to ensure neither they nor others were harmed
by consuming this music. For example, if a piece of music contained incitements to harm
women, an individual who enjoyed this music but took active precautions to prevent the
described harmful behaviours from manifesting in their own romantic relationships would

still be perceived as having committed harm.

Inferred harm can also come as a result of negative traits associated with certain
music genres: Mulder, Ter Bogt, Raaijmakers, and Vollebergh (2007) described how some
forms of music may be linked to problematic behaviours, such as a tendency to internalise
distress or externalise problems. They found that while having a preference for mainstream
music types acted as a buffer against these concerns, specific music genres were associated
with maladaptive coping mechanisms. This may have implications for the moralization of
music: if a music type becomes associated with increased mental health concerns, it could
therefore be perceived by outsiders as harmful (by being believed to induce mental health
concerns in the listener). This would result in moral value being attached to that music. This
could then lead to the music becoming morally relevant in that culture (for example, eliciting
beliefs that merely listening to the music could lead to one manifesting mental health
concerns, and therefore that music being labelled as harmful), and therefore experiencing the

consequences of moralization, such as being banned.

In addition to perceiving harm from music, it is also possible that some may perceive
music types as resulting in a form of moral depurification, or corruption. This idea was
explored by Sabo and Giner-Sorolla (2017) who found that moral violations in a fictional
context- which were described as only taking place in a video game or a film- were

condemned on the grounds that they were diagnostic of poor moral character, as well as
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potential sources of future corruption. Music may therefore be moralized in a similar fashion,
where lyrics encouraging wrongdoing are not only seen as harming the listener themselves,
but also as indicating that the person is of poor character and at risk of further corruption. For
example, a person who listened to music describing harmful behaviours to women could be
seen as potentially sexist. The music they enjoy could therefore also come to be seen as a
threat to wider society: if it is capable of corrupting one individual into holding
discriminatory beliefs, then other individuals may also be at risk of listening to the music and
developing similar beliefs. These beliefs would then potentially spread further throughout

society, damaging its moral stability.

Contextual information can also change how moral violations are perceived. Research
by Chakroff and Young (2015) suggests that harm and abnormality may affect perceptions of
who or what is to blame for an immoral event. They found that harmful events were blamed
more on the situation, whereas impure events were blamed more on the person. This is a
similar pattern to the results of Giner-Sorolla and Espinosa (2011), who determined that
anger led to perceptions that the negative emotion was directed at the actions of a person,
whereas disgust was perceived as being directed at the person themselves. In regards to
disliked music, this suggests that music eliciting anger, or containing inferences of harm, may
result in condemnation of the situational factors that led to the music containing a perceived
moral violation. Music eliciting disgust, or containing inferences of impurity or abnormality,
may be seen as a reflection on either the person who created the music, or the person who is

listening to it.

Other contextual information that can affect anger and disgust includes the perceived
intentions of the person who has carried out a moral violation. If that violation would
normally elicit anger, less anger tends to be felt towards the actions of a person who has

violated that moral norm unintentionally. However, when a moral violation is seen as
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disgusting, equal levels of disgust are felt regardless of whether the person has performed the
wrong intentionally or unintentionally (Russell & Giner-Sorolla, 2011a). This may have
implications for condemned music by suggesting that if music is seen as harmful, it may be
easier to reduce moral condemnation in situations where the implied harm was unintentional.
However, music which contains impure or abnormal content may receive just as much

condemnation regardless of whether or not that content was deliberately included.

One more potential difference in content that elicits anger and disgust may be
suggested by the findings of Hutcherson and Gross (2011), who found that disgust was felt
more in response to general immorality, and anger in response to personal concerns.
Similarly, Kupfer and Giner-Sorolla (2016) would later find that expressions of anger arose
more in situations which were more personally relevant, and expressions of disgust more to
indicate that condemnation was based on moral grounds. In the context of music, this could
imply that anger would be felt towards music which elicited more personal concerns, whereas

disgust would be elicited by and used to condemn music that was perceived as immoral.

Contextual information has also been found to affect how anger and disgust behave
once elicited. For example, anger may be more flexible due to its increased sensitivity to
changes in the situation than disgust. When asked to generate things that could change their
mind about a situation, participants found it easier to generate ideas that could reduce their
anger, but struggled to produce ideas that could reduce their disgust (Russell & Giner-

Sorolla, 2011b).

Disgust and anger may also behave in different ways regardless of context. Disgust
(vs. anger) has been found to be significantly harder to produce verbal reasonings for:
although when reasonings are provided, people will make use of them (Russell & Giner-

Sorolla, 2011c). Part of the reason for this lack of ability to change and reason with one’s
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disgust may be because unlike anger, disgust appears to be more primitively appraised, which

makes it more difficult to consciously debate (Russell & Giner-Sorolla, 2013).

The above research contains a number of important ideas which may have
implications for the role of anger and disgust at music. Firstly, anger and disgust may be
methods by which intuitive dislike of a piece of music may be transformed into a more
justified response. This intuitive response may be as a result of that music being perceived as
violating one or more moral foundations, or due to appraisals that it could act as a source of
harm to the future wellbeing of the listener. Anger and disgust may be elicited at the same
time, resulting in moral outrage. Alternatively, they may be elicited by separate moral
violations, such as harm/autonomy violations or purity/divinity violations. Music may be
inferred to be harmful, even when no harm has taken place, due to the perception that it
contains a moral violation or is associated with negative consequences for the listener. It may
also be seen as diagnostic of poor moral character, and a sign of potential future corruption.
Contextual information such as who is to blame for the immoral content may affect levels of
felt anger and disgust at music, as can whether or not the music is seen as being intentionally
immoral. There is also a possibility that anger may be felt towards personally harmful music,
with disgust responding to music which is immoral. Finally, which emotion is elicited by
music may affect how likely the person condemning that music is to change their mind, as

disgust is less easy to explain and to reason with than anger.

2.5 The role of disgust in producing moral judgements

As well as being elicited by moral judgements, an increasing amount of evidence
suggests that disgust may also be the cause of some moral judgements. Evidence from Jones
and Fitness (2008) suggests that sensitivity to disgust can lead to harsher moral judgements.

However, the connection between disgust and moral judgements is not completely clear. As
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outlined by Avramova and Inbar (2013), there are three major theories regarding the
relationship between disgust and moral judgement: these are elicitation, amplification, and
moralization. In the first of these, disgust is elicited by moral judgements, but does not
influence moral judgements in turn. In the second, disgust is both elicited by moral
judgements, and in turn makes these moral judgements more severe. Finally, the third theory
suggests that disgust can result in a morally neutral scenario becoming perceived as immoral.
To what extent these theories are considered valid varies across research. In a review carried

out by Pizarro, Inbar, and Helion (2011), mixed evidence was found for all three theories.

In regards to the moralization and amplification theories, some empirical evidence has
been found that suggests that disgust can either moralize neutral objects or amplify
judgements that are already being made. When participants were hypnotised to feel disgust at
neutral words, they rated non-moral scenarios including those words as immoral (Wheatley &
Haidt, 2005). Schnall, Haidt, Clore, and Jordan (2008) found that exposure to novelty stink
spray led to their participants making more severe moral judgements about issues seen as
potentially disgusting such as marriage between first cousins, while Inbar, Pizarro, and
Bloom (2012) found exposing their participants to a disgusting work environment led to more
severe moral judgements towards social groups such as gay men. However, Landy and
Goodwin (2015) argue that the extent to which these findings support the concept of disgust
as an amplifier is limited. They carried out a meta-analysis of all available research into
disgust as an amplifier, and found that while some evidence did exist, the overall significant
trend in the data became insignificant when publication bias was controlled for. Additionally,
they argue that one issue with the research they examined was a difficulty in separating the
physical disgust that the researchers intended to induce, and associated moral disgust that
participants may have felt towards either the stimulus itself or the researchers for exposing

them to that stimulus.
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However, work by Chapman and Anderson (2014) may address this concern: across
two studies, the researchers found that participants that were higher in trait physical disgust
judged vignettes about moral transgressions (such as theft or violence) more severely than
individuals lower in trait physical disgust. They were also more likely to make severe
judgements about violations of social conventions, such as ignoring social hierarchies or
wearing clothing inappropriate to a situation. Their paper therefore suggests that trait physical
disgust can influence moral judgements even when these judgements are about purely moral
situations. By measuring trait physical disgust, which is unlikely to change in response to
specific stimuli or situations, the researchers may prevent some of the confounding variables
discussed by Landy and Goodwin (2015). Given the uncertain nature of this area of the
literature, it may be most appropriate to be open to evidence for these theories, but also be

sceptical when addressing results in the light of these theories.

Some research has been carried out to test the relationship between non-moral anger
and disgust and moral judgements in the context of both visual art and music. Rabb, Nissel,
Alecci, Magid, Ambrosoli, and Winner (2016) had their participants drink disgusting, bitter
fluids before rating artwork on moral grounds. Although disgust did not directly affect
judgements of artwork, it did increase severity of moral judgements in both purity and harm
domains. However, it is important to keep in mind that this experimental design is relatively
unlikely to occur outside of a laboratory- the repeated co-occurrence of condemned music
and disgusting food or drink seems unlikely. Despite this, elicitation of disgust by media has
also been found in the context of music: Seidel and Prinz (2013a, 2013b) tested for the effects
of disgusting ‘icky’ noises and loud, irritating noises on moral judgements. The disgusting
noises resulted in more severe judgements of moral purity, and the irritating noises in more
severe judgements of harm: patterns of judgement very similar to those of the moral versions

of anger and disgust. This was supported by their tests involving “noise music”, which also
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led to stronger condemnation of harm. From these studies, it appears possible that anger and
disgust at incidental noises and some forms of music can influence moral judgements in a
way similar to the amplification and moralization theories described above. As such, there
may be some support for the idea that in the context of aesthetics, non-moral anger and

disgust can act as a moralizing force when interacting with disliked content.

When viewed in light of these theories, a number of possibilities for anger and disgust
at music arise. It is possible that disgust at music may be elicited by the music itself, a
response to unrelated disgust increasing the judgement that was already being made, or as a
result of unrelated disgust becoming associated with that music. One potential method by
which incidental disgust could affect judgements of music could involve that music’s
aesthetic qualities: music which contained uncomfortable or physically revolting sounds
would naturally elicit feelings of disgust, with this incidental disgust acting as an amplifier
for judgements made against music already seen as violating a moral value. However,
aesthetically unpleasant music is relatively uncommon, and this explanation would not be
relevant for anger or disgust at music which was aesthetically pleasant. It is therefore more
likely that any disgust acting as an amplifier of judgement would be incidental to the music as

a whole, for example from the surrounding environment.

2.6 Reactions to offensive content, and how this may compare to anger and disgust at

music

One area of research that may be able to shed light on potential explanations for anger
and disgust at music is research on the concept of offense. Some research has explored
reactions to offensive content, such as that found in advertising. In a review of the existing
literature, Chan, Li, Diehl, and Terlutter (2007) found evidence that offensive content

included references to a variety of topics, for example private body parts or objects, sexuality
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or feminist issues, as well as responses to perceived intrusiveness of the adverts. They also
cited Dahl, Frankenberger, and Manchandra (2003) where offensive adverts were seen as
those that violated norms, e.g. laws, customs, moral or social codes, and/or moral or physical
senses. Chan et al. (2007) found that participants from different cultures had different
reactions to offensive content, with Chinese participants finding adverts more disgusting and
German participants finding them more irritating. Linton (1979) suggests that offensive
content (for example pornography) may be perceived as offensive due to perceptions that it is
blurring social categories or rebelling against society’s structure. Certain situational factors
may also affect processing of offensive content, for example gender (Schumann & Ross,
2010), situational power (Knegtmans, van Dijk, Mooijman, van Lier, Rintjema, & Wassink,
2018) or salience of one’s identity as being a parent (Eibach, Libby, & Ehrlinger, 2009).
Reactions to offensive content may also include social referencing behaviour, such as looking
towards those who may be potentially victimised by the offensive content, to help the

individual assess the situation (Crosby, Monin, & Richardson, 2008).

As such, anger and disgust at music, should they be similar to responses to offensive
content, may be a reaction to content which violates social norms, for example of a sexual or
social nature, a reaction to perceived intergroup boundary blurring or rejection of society, or a
reaction to situational aspects for example power, gender or parental status. These findings
from research into offense may fall in line with a number of hypotheses outlined previously.
However, there may also be an additional social aspect which can be derived from research
into offence, where expressions of anger and disgust act as a form of social referencing- by
expressing the emotions, and seeing to what extent others respond in kind- individuals may
be able to explore how much support for their condemnation they have from other people.
Use of anger and disgust as interpersonal communication techniques will therefore be

explored in more depth in the next chapter.
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2.7 Anger and disgust at music: Morality-based hypotheses

Taking all of the above research into account, there are a few key points to consider
when discussing the potential explanations for disgust and anger at music. Music may
become morally relevant through the process of moralization (Rozin, 1999) and therefore
come to elicit the moral emotions. Alternatively, anger and disgust may be elicited by
violations of different moral domains: harm/autonomy violations for anger,
purity/divinity/abnormality violations for disgust. Both of these predictions would suggest
that anger and/or disgust arise in reaction to immoral content in music. Some research
suggests a different approach: that anger may be reserved for personal concerns, whereas
disgust is more responsive to general immoral content (Kupfer & Giner-Sorolla, 2016).
Finally, it is important to remember that moral anger and disgust have non-moral
counterparts. By considering these alongside the moral emotions, this research can ensure
that non-moral aspects of condemnation of disliked music are not overlooked. If non-moral
aspects of anger and disgust were not considered, valuable insight into the difference between
music which elicits moral responses and music that does not would be lost. Given all of the

above, a set of hypotheses has been created:

1) The “both-moral” hypothesis. Anger and disgust at music respond to different
categories of content, both morally-relevant.

2) The “disgust-moral” hypothesis. Disgust at music responds to morally-relevant
content; anger at music responds to personal content.

3) The “anger-moral” hypothesis. Anger at music responds to moral content; disgust

at music to other attributes of the music.
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The following chapter will present a review of literature designed to add detail to
these hypotheses. Specifically, what personal concerns may come to elicit anger through

music, and what non-moral contexts may elicit disgust at music.
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CHAPTER 3

3.1 Anger and disgust outside of specific moral contexts

Research suggests that music serves a number of functions: important amongst these
are processes relating to self-awareness, social relatedness and emotion/mood regulation
(Shafer, SedImeier, Stadtler, & Huron, 2013). None of these three functions are explicitly
moral. However, each in turn may provide their own explanation for anger and disgust at
music, as personal identity, social identity and emotional regulation functions have all been
linked to the moral emotions. Taking this into consideration, this chapter aims to examine
potential reasons for anger and disgust outside of a purely moral context. Specifically, it aims
to examine to what extent various forms of personal and identity regulation functions may
arise in response to music, and what the implications of this are for the examples of
moralization of music seen previously. It will do so by addressing three separate variations of
anger and disgust responses: the purely personal (e.g. emotion regulation), the social identity-
relevant, and situations in which non-moral and moral responses may overlap. Evidence for
each of these will be reviewed in turn, which will make it possible to explore what functions

anger and disgust may perform outside of purely moral contexts.

3.2 Anger and disgust as personal responses to music

Music may be relevant to a number of personal processes which can result in anger
and disgust. For example, some research suggests that music may be used as a method of
emotion regulation. A paper by Behne (1997) suggests that music listening can be adapted to
act as a coping strategy, with the most commonly-used strategy found being that of
“compensating”. This suggests that music can be used to directly affect one’s emotional state.
Music as a regulator of personal emotion can also be performed by a third party, as seen by

the use of music in film soundtracks to trigger emotion in the viewer (Cohen, 2001).
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A number of papers have suggested that some individual differences between people
may interact with emotional responses to music. Gold, Frank, Bogert, and Brattico (2013)
found that having more background experiences with music led to participants doing better or
worse on tests and training in a different pattern to those with no musical experience.
Specifically, participants who had more experience with musical training found neutral music
more beneficial for training and pleasant music more beneficial to testing, where participants
with less musical experiences demonstrated the opposite. Physical processes, such as
prolactin levels in the brain, have also been found to influence how people interact with
music (Huron, 2011) as does the ability of the music to provide a source of meaning (Cross &
Tolbert, 2009). Personality variables can also interact with one’s music listening experience,
for example, Garrido and Schubert (2011) found that music empathy was associated with the
enjoyment of sad music. Those higher in music empathy were more able to enjoy the
negative emotions within that music. This can be used for both adaptive and maladaptive
purposes (Garrido & Schubert, 2013). Other personality variables which can interact with
one’s music listening practices (in this case by increasing liking for and intensity of response
to sad music) are openness to experience and empathy (Vuoskoski, Thompson, Mcllwain, &

Eerola, 2012).

A number of different reasons can lead to people using music to change their
emotional and affective state. Van den Tol and Edwards (2015) found that individuals
listening to sad music did so for seven reasons: re-experiencing affect, cognitive reasons,
social mechanisms, retrieving memories, compensating for a missed friendship, distraction,
and mood enhancement. Different types of emotion contained within music may also interact
with its usage, with Sharman and Dingle (2015) finding that fans of extreme music use that

music as a way of processing anger. As such, it is possible that anger and disgust expressions
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in the context of music may reflect a listener who is using that specific piece of music to

process pre-existing anger or disgust.

It is also possible that anger and disgust are deliberately elicited by the listener, in
order to achieve emotionally-relevant goals. For example, Tamir, Mitchell, and Gross (2008)
found that when anticipating a confrontational task, their participants opted to listen to anger-
inducing (versus exciting or neutral) music in order to help them achieve better during the
task. It is therefore possible that anger-inducing music is used by some as a self-regulatory
aid, to prepare themselves mentally and emotionally for potentially difficult confrontations or
other situations where anger may be of use. It is also a theoretical possibility that some
listeners could use music they deem disgusting to achieve some sort of emotional goal:
Korsmeyer (2013) suggests that in some cases, disgusting artwork may lose its innate
tendency to inspire withdrawal from the object, allowing some individuals to stay and savour
something they would normally be incapable of enjoying. This ability to stay and savour
something one finds disgusting could theoretically apply to music, should it serve some sort
of emotional purpose. As such, there is a possibility that anger and disgust at music may
follow similar patterns to previous research, where personal emotional goals are served by

experiencing those emotions in response to music.

Finally, it is possible that other personal concerns such as elicitation of previous
memories may also be associated with anger and disgust responses to music. Baumgartner
(1992) explains how music can become attached to a specific memory, which can result in
later exposure to that music creating vivid recollections of that event. While normally seen as
a positive thing, in some cases participants described memories that were negative in some
way. Janata, Tomic and Rakowski (2007) examined this in more detail: when presented with
30 musical excerpts, participants rated nearly 30% as being associated with some form of

memory. While this was also mostly positive, some memories were negative and included
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references to affective states such as “angry” or “repulsed”. While infrequent, this does
suggest that anger and/or disgust may be elicited by music that has become attached to a

specific negative memory.

From the research reviewed above, two potential reasons for anger and disgust at
music may be considered. It is possible that anger and disgust at music are directly induced
by the listener themselves, in order to process these emotions that have arisen in response to
other concerns or to achieve emotionally-relevant goals. Additionally, there is also a potential
role for musically-induced memories. Through becoming associated with a specific memory
which is emotional in its own right, it is possible that anger and disgust at music may later
resurface in response to that music bringing back both the associated memory and the

emotion felt at that time.

3.3 Music as a method of assisting intragroup cohesion

As outlined above, music is capable of assisting in both self-awareness and social
relatedness functions, both of which are critical to the creation and maintenance of a person’s
identity, with self-awareness leading to identity formation on an individual level and social
relatedness assisting in the creation of an identity on a group level. As such, if music is
capable of eliciting the same processes as other identity-relevant content, then studying the
effects of this may shed some light on how people interact with music, and in turn why they

may feel strong emotions such as anger and disgust towards it.

Research suggests that identity maintenance is of great importance, as it allows an
individual to derive self-esteem from their state of belonging (Tajfel & Turner, 1979).
Specific music preferences have been found to interact with individual levels of self-esteem:
preferences for reflective/complex music for males, and energetic/rhythmic and

upbeat/conventional music for women have been associated with lower levels of self-liking
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(Shepherd & Sigg, 2015). Group-level “collective self-esteem” may therefore help to
counteract this reduced self-worth, as it allows for self-esteem boosts though feelings of
being a worthy and contributing group member (Luhtanen & Crocker, 1992). Identity
structures such as these can also result in the formation of emotion profiles: a “how to feel”
structure that a person can use to inform them how they should react emotionally to new
situations (Coleman & Williams, 2013). This can include responses such as anger and
disgust. As such, any content which is able to create an aspect of a person’s identity may
theoretically be able to trigger identity-relevant processes in that person, including the
creation of emotion profiles and increased self-esteem levels, as well as intergroup
behaviours. This research may provide insight into anger and disgust in the context of music,
as music has repeatedly been established as an identity source by a number of pieces of
research. For example, self-identification through music is one of the seven core functions of

music found in research by Lonsdale and North (2011).

Music as an important source of self-identity may begin as early as adolescence.
Fitzgerald, Joseph, Hayes, and O’Regan (1995) found that music was one of the most
important leisure activities to the adolescents in their study. Zillmann and Gan (1997)
explored the nature of music tastes in adolescence, finding that adolescent music
consumption is both large-scale and extremely diverse. The use of music by adolescents is
important because adolescence is the time at which one’s core values begin to take shape,
strengthening as one enters adulthood (Waterman, 1982). Across this same time span, music
tastes begin to become increasingly consistent (Mulder, ter Bogt, Raaijmakers, Gabhainn, &
Sikkema, 2009). As such, the music a person enjoys in adolescence may play a role in
creating the basis of their identity in youth, which in turn may have implications for their
identity later in life. While music is therefore seen as important for identity during

adolescence, its importance does eventually become superseded by other forms of identity
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source. Regardless, belief in the importance of music remains stable throughout the lifespan

(Bonneville-Roussey, Rentfrow, Xu, & Potter, 2013).

Music can also be used to form new in-groups, which can perhaps best be explained
by Abrams (2009), who writes that music is a method by which individuals can create for
themselves an “optimally distinctive” (Brewer, 1991) identity. Optimal distinctiveness theory
suggests that group identification may be an important identity management strategy.
Specifically, the individual is seen as having not only a personal identity (comprised of the
unique aspects about themselves that differentiate them on an interpersonal level) but also a
set of social identities. These social identities change the individuals’ perspective in such a
way as to reframe their existence- rather than being themselves as an individual, they become
part of a larger context. When a social identity is salient, a person sees themselves as a
component part in something bigger. This social identity is flexible, expanding to include
more people as part of the shared identity, or contracting to reduce the number of people
sharing the identity. This flexibility allows for a person to balance two competing needs.
Firstly, they need to feel as though they are assimilated into a larger group. No individual
wishes to stand entirely alone. However, there is a competing urge to stand out from the
crowd and be distinctive from others. To what extent each individual feels these two urges
may be influenced by the culture which surrounds them, but all individuals will feel both

urges to at least some extent.

In order to balance these competing urges, a person will seek out what is known as an
“optimally distinctive” (Brewer, 1991) social identity. This is an identity that allows them to
both feel assimilated to a larger whole (by being part of a group) and feel distinct from other
people (by being different from people who are not part of the group). In the context of
music, this may take place through the selection of a specific music style through which to

identify. An individual may feel drawn to a style of music they feel best represents who they
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are and the type of people they wish to be identified with. How they then choose to present
themselves in the context of this music style will then differ based on the relative
distinctiveness of that music. A relatively obscure genre could provide optimal
distinctiveness by providing unity with other fans and distinction from the mainstream.
However, it must still be well-known enough that it acts as a meaningful indicator of identity
to the outside world. If an individual chooses to identify through a larger, better-known
genre, they may choose to increase the distinctiveness of their music choice by identifying as
a fan of a specific subgenre or a specific artist within that genre. This therefore allows
differentiation from non-fans and fans of other subgenres and artists, but also allows for
assimilation with other fans of the selected subgenre or artist. In this way, an individual could
use music to form an optimally distinctive identity- one which allows them to bond with and
feel assimilated with other people, but also provides a source of distinction through which the

individual can maintain a relative level of uniqueness.

Evidence for the use of music to define one’s ingroup can be found in the paper by
Lonsdale and North (2009), whose participants considered hypothetical strangers with their
own musical tastes to be in-group members even if they had not met face-to-face. This led to
them performing similar in-group behaviours to those seen in groups based on other identity-
relevant content, such as preferentially distributing resources to those who shared their tastes.
Music can therefore become important to an individual by acting as a source of ingroup

identity.

One benefit of using music to define social groups is that it can then be used as a
method of improving interpersonal communication. Rentfrow, Mcdonald, and Oldmeadow
(2009) found that stereotypes of music preference groups were both wide-spread and
consistent between people: this may shed light on why Rentfrow and Gosling (2006) found

that music preferences are one of the most common topics of discussion people choose in
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order to get to know one another. As such, a person who identifies themselves through a
musically-defined group may gain benefits from this, as it allows them both to have a frame
of reference for the values of other people and to clearly communicate their own beliefs and

values to others.

Another benefit of using music as a form of group-level communication is that
research has demonstrated that music can be used to engage with and negotiate the
boundaries of existing social groups, including those which are not defined by music. Boer et
al. (2013) explains how the use of traditional cultural music can assist with the formation of
one’s identity as part of that culture. In particular, collectivist cultures are more likely to use
music that emphasises the ingroup for social bonding than individualist cultures do (Boer,
Fischer, Tekman, Abubakar, Njenga, & Zenger, 2012). However, the interaction between
shared culture and relevant music types can be complicated: Dixon, Zhang, and Conrad
(2009) explored the effects of rap music consumption on black individuals. They found that
while there was a positive relationship between consumption of rap music and collective self-
esteem, some content such as eurocentrism and misogyny was also present in the music

which instead was associated with negative effects on the listener.

Cultural tastes can also be used to negotiate boundaries defined by social class.
Reeves, Gilbert, and Holman (2015) explored how the expression of cultural tastes varied
depending on the person to whom an individual is speaking. UK-born participants speaking
to someone of a perceived lower social class were less likely to express interest in
“highbrow” tastes, but when speaking to people of higher social class were more likely to
express interest in those same tastes. This allowed them to situate themselves in a position
which was most socially comfortable, either by preventing themselves from appearing
“snobbish” or by raising their status in the eyes of a perceived equal. This is similar to a

concept discussed by Veenstra (2015) who explores the possibility that cultural omnivorism
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(enjoyment of both low- and high-brow tastes) was a method by which people could
comfortably move between cultural realms, allowing them to form good social bonds
regardless of who they were interacting with. While not music-specific, these studies suggest
that cultural tastes can be used to negotiate group boundaries, and therefore further support
their role in intergroup processes. However, it is important to note that VVeenstra (2015) found
evidence that so-called omnivorism fell away under scrutiny, with high- and low-class
individuals professing specific tastes in line with class expectations. As such, it is important
to explore the use of music preferences not only as a method of communication, but to see

how this differs from genuine lived experience.

With all of the above research in mind, it becomes clear that how a person chooses to
express their opinions of media types may act as a form of communication between and
within groups. It is therefore theoretically possible that anger and disgust could be used in the
same way. Expressions of anger and/or disgust at music, used appropriately by the speaker,
could be a method by which they communicate their status as part of a certain social group or

negotiate their place within it.

As well as negotiating the boundaries between groups, music can also be used to
reduce these boundaries. When told that an outgroup shared similar music tastes to them,
Bakagiannis and Tarrant (2006) found that participants showed lower levels of intergroup
differentiation. This could have a number of implications for intergroup research, as which
ingroup is salient in any given situation can affect consequent behaviour. Kuppens and
Yzerbyt (2012) found that depending on which identity was salient, participants made
different decisions about an outgroup based on whether or not that outgroup was seen as
threatening to the salient ingroup. If music can reduce perceived differences between groups,
it is possible that when a musically-defined identity is salient, conflict between groups

defined by other aspects of identity could be reduced.
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Given the above, it is clear that music may potentially have implications for
intergroup behaviour. This could potentially affect not only intergroup processes involving
traditional social groupings such as race or class, but also lead to the formation of social
groups defined by their music preferences which then lead to intergroup behaviours in the

same manner as other groups.

3.4 Music as a method of expressing intergroup differentiation

At this point, it becomes important to consider research which suggests that not all
music-based intergroup processes may be positive. In addition to its role in protecting one’s
identity as part of a social group, it is possible that distaste at music can be used as a less
socially unacceptable method of attacking a disliked social group. For example, research by
Reyna, Brandt, and Viki (2009) found that negative attitudes towards rap music were
correlated with anti-Black attitudes in American samples. In essence, by expressing distaste
at music associated with a different social group, people may choose to express their true

prejudice in a way that is less likely to result in their being criticised.

Which specific genre of music people select to identify themselves through may also
have implications for how they may choose to interact with other social groups: Rubin, West,
and Mitchell (2001) found that fans of extreme music styles had more negative intergroup
attitudes than fans of other genres. For example, fans of both heavy metal and rap music were
found to be more aggressive than fans of other music styles, with heavy metal fans having
less regard for women and rap music fans being more distrustful of others than fans of other
styles. As such, when music forms a part of an individual’s identity it may have significant

implications for that person’s personal and social well-being.

An additional method by which disliked music could trigger intergroup hostility is

described by Mabher, Van Tilburg, and Van den Tol (2013): music may be capable of eliciting
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meaning threat. In life, people seek meaning and reassurance from the world around them
including from the media they consume. Non-standard music, such as that containing
dissonant sounds or incoherent structures, may destabilise this perceived meaning, resulting
in an individual trying to reinforce alternative aspects of their worldview in order to regain
their previous peace of mind. In the case of this study, participants exposed to music which
triggered meaning threat demonstrated stronger levels of outgroup derogation in order to re-
assert the desired stability in their self-concept. This effect may explain media reports
regarding the riots that were caused by the premiere of a ballet, “The Rite of Spring”, in 1913
(Hewett, 2013). Although not entirely clear which aspect of the performance caused the riots,
a combination of the aesthetically unpleasant and graceless choreography and the dissonant
musical performance which repeatedly defied musical expectations led to a large-scale riot
breaking out amongst the audience (Hewett, 2013). As such, increased intergroup negativity
such as those found by previous studies could be a result of meaning threat triggered by the

relevant music types.

In regards to potential negative side-effects of music forming the basis for in-group
behaviour, Roccas, Klar, and Liviatan (2006) found that identifying with a group can lead to
both attachment to and glorification of that ingroup, with glorification increasing the risk of
ignoring any negative aspects of that ingroup that may otherwise have been addressed.
Similarly, work by Brewer (1999) and by Parker and Janoff-Bulman (2013) has found that
identification through a group can lead not only to “ingroup love”, where the ingroup is given
preferential treatment, but also to “outgroup hate” where non-ingroup members are treated
worse by comparison. It is therefore possible that people seen as outgroup members in the
context of music preferences could be treated poorly by someone who strongly identifies
through their music choices. In addition to this, de Hoog (2013) found that identification with

a group led to the use of defence mechanisms to prevent damage from hearing negative
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information about that group. As such, when considering anger and disgust in response to
music it is important to keep in mind the potential negative aspects of identification with a

musically-defined ingroup.

Examples of music as an intergroup communication mechanism have been seen
outside of a lab setting. A report by Bensimon (2009) outlines how music was used as a
communication technique by two opposing groups in the Gaza strip: a set of protesters and
the police who were required to move them. The songs chosen by the protestors reflected the
attitudes that they were trying to communicate to outsiders: unity and despair at losing their
homes. When the police tried to join in with the music, the songs were abandoned, reflecting
the urge of the protestors to remain separated from the group they were in conflict with. As
such, music as a method of communication between groups has been demonstrated outside of

a research setting.

In some cases, personal or identity-relevant functions of music may be able to take on
moral value. One of the potential behavioural consequences of strongly identifying oneself
through music is the possibility of it becoming necessary to protect that music. A person who
desires to protect self-relevant objects can use moralization techniques to recruit outside
support (Peterson, 2013). Specifically, people who lack in close allies who need to defend an
object they consider important enlist the moral emotions such as anger and disgust, to trigger
in third party viewers the urge to condemn anything which threatens that object. This may
imply that anger and disgust at music could be a result of these music types being seen as
threatening to something with which the moralizer identifies themselves. For example, a fan
of a specific subgenre of music could use anger and disgust to turn others away from a
subgenre of music that threatens to take over from or change the core values of that specific

subgenre.
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Alternatively, anger and disgust at music could be a result of moralization to protect
one’s membership of other social groups. An example of this has been described in a blog
entry by Pocho (2015). The writer describes how a lifetime of work in the music industry has
led them to notice a pattern whereby the dislike of specific genres of music was often actually
being used as an identity-protection mechanism for those who identified with specific social
groups. For people who disliked country and rap music styles, often the group identities they
were motivated to protect (and therefore remain associated with) were those of the “upper
class” or “white” social groups. In this way, expressions of disapproval such as anger and
disgust at music may form part of a mechanism protecting one’s identity as part of a wider

social group.

This use of music groups to communicate one’s values may explain why some people
choose to reject previously-enjoyed content when disliked others adopt the same preferences.
Berger and Heath (2008) found that when a social group adopted a cultural object, a disliked
group of others adopting the same object led the first group to abandon it. This was seen as a
way to ensure that they remained distinct from the other group, by preventing perceptions
that their group values were shared by the other group, and in turn to stop the other group’s
values from contaminating their own reputation. Abandoning the contaminated object
therefore ensured a continued distinction between the groups. In this way, taste preferences
can be used to enforce and maintain the boundaries between social groups and allow group
members to ensure that their group remains consistent, united and undiluted by the values of
other competing groups. This determination to maintain group boundaries through music may
also be an explanation for the examples of disgust which were given in the first chapter: as
explained by Cottrell and Neuberg (2005), threats to group values can elicit disgust. As such,
it may be possible that music described as disgusting is seen to be a threat to social groups in

some way, whether those groups be defined by music or other means.
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The use of music to define social group boundaries may be further supported by
research into the concept of distinctiveness threat. According to Jetten, Spears, and Manstead
(2001) distinctiveness- to what extent other groups are seen as similar or different to one’s
own group in regards to relevant criteria- can become threatened, resulting in the individual
taking action to differentiate competing groups. This individual’s level of identification
through the relevant group is also important, as researchers found that when high-identifiers
felt threatened, they used differentiation techniques designed to favour the in-group, where
lower identifiers used techniques designed to maximise overall resources. This suggests that
differentiation is important enough to some group members that an individual will sacrifice

resources in order to remain as distinctive as possible.

Spears, Jetten, and Scheepers (2002) suggest that there may be three kinds of
distinctiveness processes. These are creative, reactive and reflective. When a group’s identity
is unknown, the individual wishes to create a suitably distinctive identity, and therefore takes
action to build an identity which will allow for distinction from other groups. If an identity is
already defined, but threatened by similarities to other groups, reactive processes will take
place to emphasise differences between the in- and out-groups. Finally, reflective processes
come in two forms: the reality principle function uses group differences as the perceptual
basis for intergroup differentiation. This can assist with instrumental motives, where cohesion
within the group and the differences between groups can lead to increased intergroup
discrimination when there is competition for resources. Later research would also suggest
that higher levels of identification through a group would lead to reactive differentiation
processes, where lower levels of identification would lead to reflective differentiation
processes (Jetten, Spears, & Postmes, 2004). Jetten and Spears (2004) also found that there
was a difference in intergroup behaviours when the presence or absence of a superordinate

category was manipulated. When the superordinate category was not salient, less
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distinctiveness between groups led to more differentiation behaviours. When the
superordinate category was salient, higher levels of distinctiveness led to differentiation

behaviours.

Research into distinctiveness threat may therefore shed light on the process of anger
and disgust at music. If intergroup distinctiveness is threatened, anger and disgust may be
used as methods of separating an outgroup from the ingroup. This may be performed
differently depending on the individual’s level of identification with the ingroup. As such,
moralization of music may be a tool by which individuals who are invested in the

distinctiveness of a specific music type safeguard the boundaries of that genre or subgenre.

Overall, these studies suggest that identity functions may have a number of moral
connotations which could explain anger and disgust at music: music may potentially be
moralized due to its importance as a source of identity. If that music is how one has chosen to
construct their identity, then it becomes increasingly important to prevent others from
changing it in any way, hence the use of anger and disgust. Anger and disgust may also be
methods by which intergroup boundaries can be maintained: by adopting and rejecting tastes,
a person is able to easily communicate their boundaries and beliefs to others. As such,
preventing those tastes from being contaminated by dissimilar others is critical to group
maintenance- especially to prevent distinctiveness threat- and the use of these emotions can
allow for communication to that effect. It is therefore possible that anger and disgust at music
may be responses to intergroup mechanisms, as well as to the moral aspects discussed in the

previous chapter.

3.5 Anger and disgust as mixed aesthetic and moral responses

In addition to the identification processes outlined above, one area which has been

found to overlap with moral judgements is that of aesthetic responses. Disgust has been
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regularly discussed in the context of aesthetics (Menninghaus, 2003; Kolnai, 1929/2004;
Korsmeyer, 2012; 2013). In particular, Silvia and Brown (2007) discuss how anger and
disgust may be elicited by artwork and the various aspects thereof. They found that in
addition to moral responses, anger and disgust were used to communicate aesthetic concerns
regarding contextual criticisms. In their paper, disgust was found to be elicited by works
which were both unpleasant and against the values of the viewer. Anger was found to be a
response to perceptions of more personal values being violated, and also towards artwork
which was not necessarily unpleasant, but was instead deliberately offensive. It is therefore
possible that anger and disgust in the context of art may be a response to contextual
information. Later work by Silvia (2009) would support this pattern. This may have
implications for behavioural responses to art that elicits anger and/or disgust, as Cooper and
Silvia (2009) found that both anger and disgust led to rejection of controversial artworks.
These findings therefore suggest a pattern of responses whereby visual artwork which is
unpleasant or against one’s values may result in anger, disgust and/or rejection of the work: a
similar pattern to that demonstrated towards music by the media, and therefore a potential

source of insight into musically-elicited anger and disgust responses.

In a similar study to those above, Dunkel and Hillard (2014) found that artwork which
mixed the sacred with the profane elicited both anger and disgust, and further elicited desires
to censor that artwork. Artwork which was only profane led to disgust only, and did not result
in a desire for censorship. This may suggest that different content leads to differing levels of
anger and disgust, which in turn drives different responses. However, given that the profane
content in this research contained physically disgusting items (such as bodily waste
products), it may be difficult to separate disgust at physical contaminants from disgust at
aesthetics. As such, music which contains perceived moral violations, as well as aesthetic and

contextual reasons for condemnation, would possibly be seen more harshly than other songs
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with similar content. This would be due to a combination of both pure anger and disgust, and
the associated aesthetic anger and disgust, together contributing to judgements made about

that song’s content.

This chapter has explored literature which suggests that anger and disgust may
function as personal responses to music, as identity relevant material, and as overlapped
moral and non-moral responses to identity-relevant content and aesthetics. These processes
can be affected by a number of individual differences, such as previous experience in music
training, biological factors such as prolactin levels, and personal factors such as memories
attached to the music. Specific processes found to take place in response to anger and disgust
at music include acts of deliberate emotional regulation, emotional processing, and attempts

to achieve emotionally relevant goals.

Identification processes, such as the formation and maintenance of individual and
group identities, have also been found to be important in regards to music through the
creation of “how to feel” emotion profiles and the elicitation of anger and disgust as
boundary defense mechanisms. Particularly important has been the role of anger and disgust
as potential methods by which an individual may choose to protect the purity of their chosen
genre, especially in situations which may trigger distinctiveness threat. Finally, anger and

disgust have been found to respond to certain contextual details in artwork.

The next chapter will begin by providing a summary of all potential reasons for anger
and disgust responses that have been suggested by the literature. The first in a series of
studies designed to explore participant-generated reasons for anger and disgust at music, and

how these compare to reasons suggested by the literature, will then be described.
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CHAPTER 4
Exploratory examination of anger and disgust in response to music

Through reviewing existing literature, it has become clear that there are many
competing reasons why anger and/or disgust may be felt towards disliked music. These can
be summarised into three key hypotheses regarding the expected pattern of emotional

responses towards music.

e The “both-moral” hypothesis: Anger and disgust may be elicited by music
perceived to violate moral values, for example inciting harm and/or corrupting purity

e The “disgust-moral” hypothesis: Anger and disgust may be respectively elicited by
music seen as containing personally offensive or immoral content

e The “anger-moral” hypothesis: Anger and disgust may be respectively elicited by

music perceived to contain immoral content or unpleasant aesthetic content

Both the disgust-moral and anger-moral hypotheses leave open the possibility that
anger or disgust are responses to non-moral content. As such, it is important to consider what
aspects of the music may be responsible for eliciting anger or disgust for reasons that are not

purely moral. Items suggested by the literature are listed below:

e Anger and/or disgust at music may be deliberately induced by the listener as a form of
emotional regulation, or as a way to process these emotions.

e Anger and/or disgust may be responses to personally-relevant concerns, such as the
elicitation of negative memories.

e Anger and/or disgust may be deliberately elicited by the listener in order to achieve
emotionally-relevant goals.

e Anger and/or disgust at music may be used as a way of protecting something

important to one’s identity, preventing it from being diluted, changed, or damaged.
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e Anger and/or disgust may be used to prevent distinctiveness threat, and increase
differentiation between an ingroup and an outgroup, especially in situations which
may involve distribution of limited resources.

e Anger and/or disgust at music may be a method of defending intergroup cultural
boundaries

e Anger and/or disgust at music may act as a proxy for non-musical prejudice, for
example against social groups defined by gender or race

e Anger and/or disgust at music may be elicited by irritating or “icky” sounding
aesthetics or sound effects within that music.

e Anger and/or disgust at music may be elicited by the contextual information attached

to that music, such as intentions of the creator.

Given the variety of research that exists, and the number of hypotheses and supporting
predictions which can be derived from this, the first experiment conducted as part of this
research used exploratory methods. Two key decisions were made as part of designing this
experiment. Firstly, it was decided that research would begin by asking participants what
made them feel anger or disgust in response to music in an open-ended manner, rather than
seeking out quantitative measures. It was hoped that from this, a participant-generated set of
factors could be created that could then be compared to the reasons produced by the
literature. Secondly, by treating anger and disgust as two separate conditions, it would be
possible to see how these spontaneously generated factors differed when these different
emotions were salient in the participants. Testing anger and disgust as a repeated measures
design was seen as potentially concerning, as participants may have re-used, overlapped, or
become confused about appropriate content when presented with the emotions one after the

other.
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As such, the aims of Experiment 1 were to establish through qualitative methods that
anger and disgust are elicited by music, examine what types of music are most likely to
demonstrate anger and disgust responses, and attempt to distinguish the causes of anger from
those of disgust. Analysis of the qualitative data also aimed to explore to what extent moral,

social, or identity processes may underlie expressions of anger and disgust at music.

Method

Participants. It was decided a priori to recruit a sample of 90 participants, based on a
power analysis for chi-square, as 88 participants give approximately 80% power to detect a
medium effect size (w =.3). By the end of the study, 91 participants were recruited from
Amazon’s Mechanical Turk Programme. This website acts as a virtual marketplace, where
workers can complete small tasks in return for compensation. This method was chosen due to
the relatively quick and low-cost recruitment of participants. One participant’s data was
removed for being unusable, leaving 90 participants who received compensation of $1.00 for
their time. The mean age was 29.44, and the sample was 42% female, with one participant
listing their gender as other/prefer not to say. To prevent cultural differences from acting as a
confound, all participants were US citizens. Participants were only recruited if they were over

the age of 18 and able to listen to music.

Measures. In order to gather as much data as possible, questions with open-ended
responses were used for this study. Two questions were asked for each condition, with each

participant only seeing one of the two conditions. The first question read as follows:

“Please take a moment to think about a time that music has made you feel
[angry/disgusted], whether that be a whole genre, or a specific artist or song. When you are

ready, please write below the music that you were thinking about”

50



Participants were allowed to enter text up to the length of a short sentence. The

second question read:

“Please write a short paragraph explaining why you felt [anger/disgust] towards the
music you named above. You will be allowed to move on from this page after five minutes

have passed, but if you need more time to write then you may take as long as is required”

Responses to this question were recorded in a paragraph-length text box, to allow for

the participant to write in as much detail as possible.

Procedure. On the MTURK summary page for this experiment participants were
informed of the overall aim of the research, which was to examine a time they had previously
experienced listening to music. They were informed that only those who were over 18 could
take part, and that they would receive compensation of $1 for their time. If they agreed to

take part, the link to the Qualtrics survey page then became visible.

The first pages of the survey contained an information sheet and consent form: once
consent had been obtained, participants were randomly allocated into separate conditions for
anger and disgust. In both conditions, participants were presented with the stimuli described
above, adapted as appropriate for their condition. In order to encourage well thought-out
responses, the survey page did not allow the participants to move on for five minutes: this
was explained in the question text and a visible timer at the bottom of the page allowed
participants to know how much time was left. Finally, the participants were debriefed and

given a completion code to put into the MTURK system.

Before data analysis could begin, the data were assessed to ensure they were usable.
All participants gave their consent to take part, but one participant’s data was unusable due to
repetitive copy-pasting of the same six-word phrase. These data were removed, and another

participant recruited in order to ensure the final total of 90.
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Development of the coding scheme. In order to explore what types of music were
most commonly described as eliciting anger and disgust, the first section of the coding
scheme was designed to categorise responses for the first question of the survey: the specific
music that participants were thinking of. This section was further subdivided into two parts:
music type and music genre. For the type section of the coding scheme, each response was
categorised as the participant having named an overall genre of music, a specific artist or a
specific song. For the genre section of the coding scheme, all responses were allocated to 16
genre categories, derived from the Wikipedia page (Wikipedia, 2017) of musical subgenres
(for example rock, RnB/soul music and jazz). Responses which named only an overall genre
were labelled as whichever of the 16 categories most closely resembled the description given
by the participant. For responses which named a specific artist or song, coders were
instructed that for each response they should visit that music’s Wikipedia page and categorise

them based only on the first genre they were listed under.

The second section of the coding scheme was designed to categorise potential reasons
for moralization of the described music, using participant responses to the second open-ended
question. Initial items for this section were inspired by those included in work from Rozin et
al. (1997), whose paper contains items designed to capture reasons for moralization of meat-
eating behaviours. Any items which could be reasonably adapted to apply to music listening
behaviours were listed and reworded accordingly. These were then further summarised into
more generic categories. For example, Rozin et al. (1997) included morally relevant items
such as meat-eating increasing pain and suffering, and violating animal rights. This was
condensed and adapted into Section 4 of the coding scheme, which tested the perception that
the music resulted in harm to groups. Further categories were then added based on the list of
hypotheses derived from the review of existing literature, and from an initial read-through of

the data. Finally, the PEGI content warning system (Pan European Game Information, 2018)
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for videogames was adapted into a section of the coding scheme. This acts as a short list of
specific content commonly seen as objectionable and was therefore adapted into a section to
determine which specific content types were being most frequently mentioned by
participants. This draft coding scheme was refined and handed to two graduate student coders

blind to the hypotheses. The full text of the coding scheme can be found in Appendix A.

Coding of the data. Before coding began, the data were formatted to ensure that only
the user identification code and the responses to both open-ended questions were available to
coders. All references to the emotions of anger or disgust were redacted, replaced with the
phrases “appropriate emotion” or “other emotion” depending on if the participant had
referenced the emotion they were assigned to discuss or the emotion assigned to the other
condition. The first ten cases of this cleaned and redacted dataset were sent to both coders to
ensure inter-rater reliability and that the coding scheme was appropriate for use. Following
discussion with the coders, the remaining 80 cases were sent to and coded by both, with any

differences between the two being resolved by the author of this thesis.

Later in the analysis, it became clear that the “emotion regulation” category had been
applied too broadly. As such, the author reviewed the raw data for the category and removed
any cases which had been incorrectly applied. Other than this error, the coders were
considered appropriately accurate, and demonstrated a suitable level of inter-coder

agreement, Cohen’s k = .678 (95% ClI, .667 to .689).

Results

Examples of participant responses- anger condition.

“I just think today's music is bad. No one plays instruments or experiments anymore. It is all

on computers and just manufactured. It all sounds the same. | have to go looking for
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different kinds of music and paying for it since regular radio just plays the same stuff over

and over.”

- 38-year-old male, describing “bad pop music”

“Modern hip hop angers me greatly. There are very few things I like about it. I think too
much autotune is used, and I don't think the beats are as creative as the used to be. 1 also
feel the lyrical content of the music is garbage. It is profane and insulting to almost every
culture. I think modern hip hop glorifies ignorance, impulsiveness, and foolishness. | don't
like the glorification of criminal behavior and the worship of money and material

possessions. | don't like the extreme degradation of women.”

- 31-year-old male, describing “modern hip hop”

“thrash metal is just super hard, and a really fast beat so it just pumps me up i guess. and if a
good band has a really bad song or whole album, i just get upset and mad about it, cause i

KNOW they can do better..”

- 25-year-old male, describing “thrash metal”

“I hate it because it teaches hate, violence and fear of the unknown. Children are being
taught to hate for no reason at all. It would be better if that music no longer existed because
it is not benefiting society. Hate music can range from racial, gender and sexual
discrimination. Not only is it not good it makes people become violent and do things with a

group that they would never do alone. but because of free speech it will never go away.”

- 53-year-old female, describing “hate lyrics”

Examples of participant responses- disgust condition.

“| feel disgust towards his music because it lacks sincerity. It is nothing more than

manufactured and over-produced pop garbage that takes opportunities in the music industry
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away from real musicians. The lyrics are usually written by someone else, as is the music.
Also, the only people who really buy his records are uneducated kids who would not know
good music if it hit them over the head. Furthermore, this singer has a horrible singing voice,
and constantly gets himself in the headlines due to his inappropriate behavior. No doubt he

will continue to make awful music into the future, but one can hope he does not.”

- 36-year-old male, describing music by Justin Bieber

“I think her message encourages people to gain weight and not care about their appearance.
It feels very sexist to women in some ways, and demeaning. Overall, | just can't stand her, or
her message to young girls. It is one of the few songs that | will immediately turn off when it

comes on the radio.”

- 34-year-old female, describing “All about that Bass”
“There was a rap song playing that was extremely vulgar beyong just curse words. |
happened to have kids with me at the time. | didnt want to hear it and most definitely didnt
want the kids to hear it.”

- 31-year-old female, describing “A really graphic rap song that described detailed

sex”

“The piece, Fables of Faubus, while a well written piece, has an underlying meaning that
made me feel disgusted and sick to my stomach. The dissonant chords and at times rushed
and sad moments, with peppered in happiness in the song really struck me. As I was listening
to it, I could almost sense the emotional turmoil that Mingus, the composer was trying to
communicate to me, the listener. 1 could hear in the music the disgust he had with the
institutionalized racism at the time, and specifically Governor Faubus of Arkansas, who at

the time of this piece's composition used the National Guard to prevent integration. At times
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in the piece, the saxophones let out almost human, dissonant wails that make me really see

and feel the disgust that Mingus had for Faubus.”

- A 27-year-old male, describing “Fables of Faubus by Charles Mingus”

Descriptive Statistics for coding scheme sections. Descriptive statistics were
obtained for each section of the coding scheme. Participants most frequently mentioned an
overall genre, as opposed to either a specific artist or song. Of the genres, hip hop, rock and
pop were most frequently mentioned, with country, electronic, folk, jazz and RnB/soul music
receiving infrequent mentions. Eight genres (African, Asian, Avant garde, blues, Caribbean,

comedy, easy listening and Latin) received no mentions by participants.

Across the two conditions the most commonly mentioned reasons for disliking the
music were aesthetics, group harm, genre concerns and intrusiveness. Of the specific
objectionable content from the PEGI classification system, sexual content, violence, and
profane language were the most commonly mentioned. The full descriptive statistics for each

category can be found in Table 1.
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Table 1.

Experiment 1: Descriptive statistics

Disgust Anger Total
(n =49) (n=41) (n=90)
Category M SD M SD M SD
Genre 0.67 047 051 051 0.60 0.49
Artist 033 047 041 0.50 037 048
Song 022 042 024 043 0.23 043
Country 002 014 012 0.33 0.07 0.25
Electronic 0.02 014 0.00 0.00 001 011
Folk 0.00 0.00 0.02 0.16 001 011
Hip Hop 055 050 029 046 043 050
Jazz 0.02 014 000 0.00 0.01 011
Pop 027 045 015 0.36 021 041
RnB/Soul 002 014 005 0.22 0.03 0.18
Rock 0.10 031 037 049 022 042
Emotion Regulation 002 014 010 0.30 0.06 0.23
Genre Concerns 029 046 022 042 0.26 0.44
Disliked Outgroup 0.12 033 007 0.26 0.10 0.30
Group Harm 039 049 020 0.40 030 0.46
Negative Experiences 012 033 020 040 0.16 0.36
Aesthetics 059 050 063 049 0.61 0.49
Artist Behaviour 004 020 0.05 0.22 004 021
Intrusiveness 016 037 024 043 0.20 0.40
Objectionable Content 059 050 0.27 045 044 050
Violence 022 042 010 0.30 0.17  0.37
Language 024 043 005 0.22 0.16 0.36
Horror/Frightening Content  0.06 0.24 0.02 0.16 0.04 021
Sexuality 031 047 020 0.40 026 0.44
Drug Use 0.18 039 005 0.22 0.12 0.33
Gambling/Materialism 006 024 0.02 0.16 004 021
Discrimination 0.08 028 010 0.30 0.09 0.29
Other 006 024 007 0.26 0.07 0.20

Note. All categories reported, excluding those which received zero mentions by participants.

The influence of demographic variables on categories of the coding scheme. A
series of binary logistic regressions were run in order to test for a potential effect of age on
each category of the coding scheme. Age was marginally associated with the likelihood of
reporting a previous negative experience with the music: the likelihood ratio chi-squared test
of the full model was significant, ¥?(1) = 4.099, p = .043, explaining 77% of the variance

(Nagelkerke R?) and correctly classifying 84.4% of cases. However, the Wald Chi-Square test
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was only marginally significant, ¥?(1) = 3.037, p = .081. Age had no significant effect on any

other category, all p-values > .1.

Chi-square tests of independence were carried out to test for a relationship between
gender and categories of the coding scheme. One marginally significant association was
found: women were more likely to express concerns about rock music than men, y?(1) = 2.65,

p=.087.

Differing levels of the moral emotions. Chi-square tests of independence were
performed to examine the relationships between condition (anger/disgust) and each category
of the coding scheme. Which condition participants were assigned to had a marginal effect on
their likelihood of describing an overall genre but was not found to be associated with the

likelihood of mentioning a specific artist or song (both p-values > .1).

For the next section of the coding scheme, condition was found to be associate