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1. Introduction

The philosophy of music is a branch of philosophy that studies the
meaning of music, the relationship between the artist and the creation
of music, the relationship between the audience and music, and such
issues. Since emotions and feelings constitute the meaning of music,
the primary focus of theorists in this field is devoted to the
fundamental question of where the emotional impact of music
originates from. In the philosophy of music, there are two rival
theories regarding the source of musical emotions: the expressive
theory, which prioritizes the emotions of the artist in creating the work
and considers the meaning of music in the expression of the artist's
emotions, and the arousal theory, which gives priority to the emotions
evoked in the listener and considers the meaning and purpose of music
in eliciting the emotions of the audience.

The aim of this research is to facilitate the scientific examination
of the relationship between music and emotions. The specific
objectives of this research are as follows: _ Introducing and examining
the most important theories and discussions in the philosophy of
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music. _ Investigating the most important criticisms that have been
made on various theories in the philosophy of music and showing the
efforts of theorists and philosophers to respond to these criticisms. _
Showing that old theories put forward by philosophers like Aristotle
can still be relevant in current philosophical discussions. This
highlights the importance of mastering the history of philosophy for
researchers in this field. _ Demonstrating that music can (or even
should) be subject to contemplation and philosophical inquiry. This
research is classified as fundamental research in terms of the data
collection method, which is qualitative research using a library
research approach. Additionally, this research specifically utilizes up-
to-date and primary sources in the field of philosophy of music.

Research Question(s)

1. Which of these two theories of Expression and Arousal provides a
more comprehensive understanding of the relationship between music
and emotions and offers a better explanation of our emotional
experiences when confronted with music?

2. Which theory can better respond to the criticisms raised against it?

2. Literature Review

Some of the most important articles published on the arousal theory of
music are as follows (in chronological order):

Mew, P (1984) The musical arousal of emotions.British Journal of
Aesthetics 25 (4):357-361.

Robinson, J (1994) The expression and arousal of emotion in music.
Journal of Aesthetics and Art Criticism 52 (1):13-22.

Beever, A. (1998) The Arousal Theory Again? The British Journal of
Aesthetics 38(1):82-90.

Kingsbury, J (1999) Why the Arousal Theory of Musical
Expressiveness is Still Wrong? Australasian Journal of Philosophy 77
(1):83 —88.

Matravers, D (2007) Musical expressiveness. Philosophy Compass 2
(3):373-3709.

Arbo, A. (2009) Some Remarks on “Hearing-as” and its Role in the
Aesthetics of Music. Topoi 28 (2):97-107.

Cochrane, T. (2010) Music, Emotions and the Influence of the
Cognitive Sciences. Philosophy Compass 5 (11):978-988.

Eerola, T. (2016) Being Moved by Unfamiliar Sad Music Is
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Associated with High Empathy. Frontiers in Psychology 7.

Levinson, j (2016) Music-Specific Emotion: An Elusive Quarry.
Estetika 53 (2):115-131.

Wu-Jing He (2017) Emotional Reactions Mediate the Effect of Music
Listening on Creative Thinking: Perspective of the Arousal-and-Mood
Hypothesis. Frontiers in Psychology 8

3. Methodology

This research is classified as fundamental research in terms of its
objective. The general aim of this research is to establish a conceptual
framework for the philosophical examination of the relationship
between music and emotions

4. Conclusions

In response to the first question, we first need to see what each of
these two theories offers in response to the most important issue
regarding emotions and music, namely the issue of the "relationship
between expressed emotions in music and evoked emotions in the
listener." The expressive theory addresses this issue with the concept
of "grounding,” while the motivational theory uses the concept of
"emotional codes." Our analysis shows that the concept of "emotional
codes" is more effective than "grounding” for two reasons:

1. "Grounding" is a concept that claims objectivity, while by
definition, the meaning of music lies in its sensory content.
The conflict between the expressive theory and the
motivational theory is essentially a conflict over determining
the place of sensory content in music. The expressive theory
places the sensory content in the expressed emotions in the
musical piece and considers these emotions as a
crystallization of the emotions of the creator, while the
motivational theory places the sensory content of music in
the emotions evoked in the listener through music. Referring
to an objective concept to explain the place of sensory
content, if not a theoretical impossibility, is an additional
effort that only complicates the conflict between these two
theories.

2. The concept of emotional codes conceptualizes the issue at
the mental (or intermental) level and provides an effective
framework for explaining the position of the sensory content
of music. Different and varied reactions to music are
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appropriate. Furthermore, by introducing the concept of
emotional codes, one can pave the way for framing research
issues in an interdisciplinary context. This way, the issue of
the sensory content of music can be explored in the
interdisciplinary ~ fields of musicology, philosophy,
psychology, and neuroscience.

Our analysis has shown that the theory of motivation with our
experiential intuition is more compatible. This is because the basis of
judging a musical work is the experienced emotions, not the assumed
emotions that the artist intended to express. For example, when we
label a piece of music as sad, it is not because the composer intended
to express sad emotions, but rather it is simply and intuitively because
that piece evokes a sense of sadness in us.

As a result, the theory of motivation provides a better and more
valid explanation of the relationship between music and emotions.

In response to the second question, it is important to consider the
main criticism that challenges each of these two theories and how they
respond to it. Our analysis has shown that the main criticism of the
expressive theory is the “expression of unexperienced emotions," and
proponents of the expressive theory, in response to this criticism,
question the principles of this theory. They do not necessarily consider
the expressed emotions as belonging to the artist, but rather see the
artist as simply a narrator of the emotions of another individual (or
even a completely imaginary person). In this way, they raise the larger
question of whose emotions are being expressed in music. Since the
answer cannot be the audience (as that would essentially turn it into a
motivational theory), this question remains shrouded in ambiguity and
mystery.

On the other hand, in our research, we demonstrated that the
responses that have been presented to the issue of "liking sad music"
are not defensible and valid. Furthermore, by using the concept of
catharsis from Aristotle, we were able to propose an acceptable
response to this criticism. We showed that our proposed response can
address all the criticisms that were present in other responses.

Keywords: philosophy of music, Aristotle, Catharis, Arousal Theory,
Music and Emotions
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Robinson, J (1994) The expression and arousal of emotion in music. Journal
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Beever, A (1998) The Arousal Theory Again? The British Journal of
Aesthetics 38(1):82-90.
Kingsbury, J (1999) Why the Arousal Theory of Musical Expressiveness is
Still Wrong? Australasian Journal of Philosophy 77 (1):83 — 88.
Matravers, D (2007) Musical expressiveness. Philosophy Compass 2
(3):373-379.

Arbo, A (2009) Some Remarks on “Hearing-as” and its Role in the
Aesthetics of Music. Topoi 28 (2):97-107.

Cochrane, T (2010) Music, Emotions and the Influence of the Cognitive
Sciences. Philosophy Compass 5 (11):978-988.

Eerola, T (2016) Being Moved by Unfamiliar Sad Music Is Associated with
High Empathy. Frontiers in Psychology 7.
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Hypothesis. Frontiers in Psychology 8.

s ol (ST i ) e sled 4 ool R £ Sl e I G )l
35y Ll Olle| Uy (5o gabail) (ol o) 12 (5080 270l e
L hm e gadasly 5 e 5 5585 cu)p lp 1y oy Ll 5 o0 605 ol o
Dl b o 30 sl O 5 5 gl ) 2SS LSl smn (Dl
6315 518 g 3 5n L psle 5 el (WLl il o le gela 551,



V] 0,0a 5 (Y351 ¢ shan )l U1 p sgho 2SS b (w30 35551 0 51 66

R P B - P S TR D = T YU KT RGO

el o (G g G4kl 53 85T Sl 5 SUB p Seer (o5 (B

S 315 o (Sield 53 Cidiiee DU i 1 oS LB oy egn
sl 5l ey 0315 Gly (6l p Ciliben (548D 5 01313 10 a5 (sla O 0013 OLES 5

T s )l Al (Gladuds Lo 5 oS eyt Db S oS 4SSl 0l O
S0k s ol 5 sl LaSaly il (5l b s 315 on o 5 gn cilonks
Ll o ol 01 S5 (11 Akl 56y Bl el

3250 55,8 B S 550 (Wl (o L) Wl 5 on S 3o 48 ) 31> OLES5
3,8 N s Gaxi 5 6 B e

s 5 S LAt £ 5l esls (65T S (o 5l e
5 5s0t e e s b Shas i ol 53 48] e Wl GSBST G

ol 0dis (6,5 0 g w30 s (gain)ys LolOL

S 4
A ST el Gl 5 bl g oDl 53 i o (slins 15 S0y s 5 4 Ly
&G oS Camdly ol el ol ¢(RODINSON, 1994: 14) das o sl 555 51 53 LT
Lo oo 1) Glabaal e sde &S0 U i 5 650 00,551 &85 dile gl gn aaie
2 LS L1 5 Slabaol ¢ o go (540l (Gouli3l 45 ol s ol 4 035501 o
Ollus! 55 e go Glims el 03,57 Olo 355 (5, 31 5o Ko opl a0 s Ot
s ¢ Ol bt S Sp 51 (56 20 1 (6,80l il e i
S1aS Al o ol 1y s L8 Il 5 350 e b Oljls s i 5l S o
S Aol (il 5 ol e i S ot 5l e i Sl S0 (6
uu)&p.wt(\;,,Quwleu_L;u”«f)s@\\ﬁ;mt{@uw Sloles|
(Collingwood, 1963: 21) cul s o Slwlus] galislo Oly =81y A a

OL o o) e 53 48 Sl (6 KaaT il b 35le oo (SiaT aied 5 oKs



VEY Oliwn) | V5 0 lei] o255 o | adeld 5 cuaSs cals asliliad | N

ol 5T ol 534S Col (g Olen KaaT L (g 315 S5 sl 5 4 531
N DYAY (Kls) s S 4 5,05 597 g ST

i Sl 0Ly LS 0 505 (6,0 5 2 Vsmnn &7 (631 ) e
0Ly 3l st sn 55 1y ol JLSaT &K ol o San 0311 ol 65,0 ol (o5
33 G (so5L5s (SaT Sin el 03,5 4 i 1 0T 5o o i oS
AT b g 1y e ¢SO Olials Lo oS sl ol Gale §a is s STl
SR a8 el 3 47 ol ) Y ame 16, 01315 4 5 Gemly S O
s S8 L cilible g S0 s oL 53 (5 Sl i Gile o8
Wl U 355 5 pte 555 6l 1y Ghe dile Al il o6 0553 55 5 4B
Holrbesss 5o el 65 0l (61 e fin (ke 4 ST Gl wlasle 1 e
El oml =l 0o e 5L (s S5 5 ol s 4 Iy Sl el | OT s 2
3yl Sls (Slwluat 5 s b (Slulus| (ga 200 &S 58 5505 15 51, ol Oy o
Jorom 31 (53505 4 5 Bl e n St Koy ool (o g0 16, (s 5 Gills
O3 i g Lo 5 053 5 65 Slulen| G 55 b cOlules|

Slime S48 ol 55l 355 (6 Sl a5 il 55 o8 6 805 oy
(sl Lo s Slala| ;K0 lsy i go 5 ol JLEKinT Slala| Glas o 30
Gy ) gl 93 ST e 3L i ge 1y Slalasl ) 68 bl
Oman iliie SLapls b4 A o a1 (sl 15 S0y 16 b Ol 4
a8 ol ol (Sl 3 g o s 5 g s b ¢l (s 5 et sa
Sl CmtS L (v so 6Ly sy GLAZhS (o5 5 Ol 5 5 Caalid oS Sl
Slaas o dsle 358 o cblies 4w gl Slulas | Jist el Ll Sl s

Jdpt&u_%jdc,_w\)j\_:d_i‘ﬁwﬁé.@-l{)@)jaﬁdbcdﬂab&d

1 Motif



W1 01,80 5 (Y351 ¢ st )| s )18 p g oSS b (o 3o 55501 0l 51 s
Lffmjjbé)cchcé)cd\:-cy)objk&bwueﬁ)ﬁjduj\{&ﬂy
Davies 2006: ) 4 slowl Cblbiue 55 LadT L blus Slulus! dil 5 o a8 ol
ol Vi 30 3 505 55 sible gla T5s olsil 55 i go 6 0L (ol o 4(182
“) aub}._.& u_b‘}p V\_,‘}:Lfﬂ GE:_M'}A‘K{C.M" u.:«m Lg};_,:ﬁ.(DaVIeS 1994 228)
“ﬁ“‘:‘i‘g;l{gr’k)g}g‘:'us’r‘”j‘oT)°°H}‘Huﬁ‘J-L)'“L{&J’J
505 bt s nl 4y O (6o St Ll 0l g2 gadly (s 25 Sl (5 olie
H.\w‘@&b&‘w@\dﬂj&b&‘wﬂwgw@w‘dwkajub\
(Kivy, 2002: 25)ccul ¢ 55 (g0 4 5,50 Ale w50 (5, 0Ly s i
SV (s 1o (o OT (03 Sl 4 &8 g0 g <Vl 1L &8 5b0kes
.M@Jb&bqb&w}abjja&bw\vﬁ&»ydﬁUé
).545>)|.>:}_?3‘_g:\_1)'Lgh@;&blﬁlcdlfcjbj>}aj‘_gLAAUEJﬁ\ﬁJs
r':su" oLl LOT 1 & & 4D ) sbas aels
5l gline 5 (omlaal 5L G0l ls 253 0l pan (S slap b P IS
LS 53 1S S p s alols Hie tubilocks el 13 OT 3 7 3,15 gl o 5
JJ_:fL;AJ}_;Q()MD);T)‘;K'{%}J}‘Q[}C)J:Q)‘JS@)Jv.?r.;..’:(l.fo‘ﬁ.hli)
30 e Sl 03,8 513 ST 5 25 ie sabobeS (Lol pan L) LS s ST s
S B 4 Glalaot (oo e 4y 23 8 dal 5 55 4 (o2 3, ST) oudy 5
u}_&wwljjungﬁésjb)tﬁ-bQ&%\fc.wjbﬁlevuuw;:,-
313 S 5 5l 0T ol 53,8 e 15 03lizuls ) go Sl 0T 457 i 30 (S4ie)
T e g b (gl 55 Ne 03505 05 e ol L 0yl sen Lal 1 o gl (61T
.ﬁjb‘iﬂ)\djjb&_b}b}&:i}db} oMJNdBQ"ELSUT‘Q)LJ}A



VEY Olin) | V5 o)lei| p23) 5 o | s 5 cuaSm ol aslibiad | VY

5 e pe Sl gl LS‘)T*L;“’}P :;K;I\QJB&J@B}!J&: Sy el ) i 3
3,05 BLE 5w Sl Ol oyl g0 Do gla S35 55 N0 5 4 515 el
S 5 il &

JLasl gl o galazel JoB gladauly S Lgucj_bj s AL clas s ¢
S U3 gad Lo g5 Sl QUi )3 (il ot b (o8li5 pon OISl i Sl
S o sl e S el 5 g 05Ul 53 63U 5 (a0l slade (el 5L
05 Il s ol s Oliglagir (s L s b Jl- 3 355 o L lae S
Sl s (gla o alie g 5 Dl s L Lyl S 5 LI ,b 5 Lzeas 935
SLapalise y ) 7505 (545 g0 o3 oo S bty 8 41 350 Sl Sluleor| o
s Lol (g5loms (Lo SIS 5 Laslas (gl Il 25 emleal [ gL
OT asSTdLs 551 51,5 5,5 60 Jln b bl o oSISCE ity 8 oS 0
@h&au\j‘)‘.’ﬁ)bt‘jj‘j Sl (6 loes 6“&&).1?.&5&\95\2!49;@2.53&@
29l ol 8l 5 s b g e (6 el Dlalel Colgins (pl b eCeeg ol
bas (o 3T 53 4 5 dils sy s st 345 3 Ll 4 cdizen

bl ikl ColiSTade 5 odisid 5 Chbe Oluluo| Conal (sl 51y
S (s L s 53 b S5l e DLl b 6l 15 WOT e 5 s
e 53 oSy Sl 4 B S A8 e 25 ot 5 S

RG]

. Z. .

PNl s

Slwbua] 53 ¢ gamwss lrs GHLe 4 b (oo (g (Gl goes ‘u:}:f‘” Sa kL
OT Sl 518U g 516K O3y S Sa PRUE RO Sl godianSS Sl

¢ (Davies, 1994: 184) il odi s 55 05l 5 b bl (5SSl s 3 51

1 Prelude To The Afternoon Of A Faun
2 Claude Debussy



WO 5 Y351 ¢ skl U p sphe a5 b o a5 5500 S0 i 31 0
A3 s Sl 0Ly 53 1) 355 3905 ples SLET ST o  Kssleny
10155 00588 wbliue 53 1) (el 31l (Js el o3 ST B gli 5o
i o 5 (Matravers, 1998: 195) . Cils gwlol g Soizls 55 15 555 o
el (5 o & 31l &S Sy o i 4 65 BB 25500 s
e S0l 0 Sas Slasge 15 0T 0155 oo SVl a b tSG Ul oS 0 06
£ aals 15 0T 0l 55 o IVl 4 Ly dals (oS 4y b b 5, ST L Al
GLSAT) (S o 5K (6Kl (s i 4y (618 0 o) 57 o BTl Skl
03l 5 b ! 4 35 g0 03 5 Dol 03,87 Bl 355 05l 5 o Oy udd 41, OT
Sl 2l 85 0155 o 88T (Sl idotins 0,585 Jitn oS 4 40k OT 5, b
oy S o 3l S s 53 05 il |5 S S8 5 4k T o
el o oLzl s 5 03 53 35 0 (b3 daw 5 3 5 Sluleor| Oy s 5LSCAT
0352 el 40 45 35 on 7 lan 5800 s 5l 5 (63l Ll
55 e e 15 53 B 53 Y pene Slaleond 03 51 g ool U5 20 (Lol
153 1y bl 655 Olb s 31 s 53 Sl - SKan om0 S5 o5 ) S
30 850 O b 30 S pon Son 02585 el o Ko (ooms 53 s
S n aalad 6 a8l 95 ASG 05| il ;K05 sl 5 S 05l el
et Sl o s a3 e 5 Slite SlS Slabeo| Cblins a5 ol Ko
bl 5 sy a5l Gt sl ST oSG ois U i oS St il 3550
ozt 5 dthy (oS od &S 51 TalS Glas 3L (6 S5 5 S 05l 5 &
Ol 53 G g (slime S48 Sl rgn pl ay BU ol 05 g1 god 311 3,80
S0 48 o 58 Ealsd L ol 57 gl o n Lo )l el Cble ot K
23 0 dias Sy Slalas! 5 ol Slalo| a3 (G015 )3 i go (gankas
. (Taruffi, 2016: 31) Ll & ylase Ll g5 oo obles

5o};dx)|:wcabb¢losﬁw:|ﬁlQ?Q,:J}rﬁ/'\&qﬁy&:ﬁﬁ



VEY Oliwn) | V5 o] o255 o | aeld 5 cuaSm ol asliliad | V¥

S ol o sgie b o al o F G n Stlaz 31 AiST e 1y Slalas| sl
Sl o83 (gl gmn 3| ide pwlus! (lauS” (NUssbaum, 2007: 65) .ol ( gwlos!
Ll 5 o owloor| GadS Ll 3,5 (Gt o Slule| 5 Sl bl § el oS
S bt Sl o IS A5l 5 e s i axils iy olanrl Jlas s 4t
RN B P P Y N WP JUR U LA P RS LI - R
Cbbes 53 dil LadS 03U L bt oldws Godiyls 5 e go 5 ST 5 ol
PR A P L G GO A GO o I PY I B P U=y W FP Y
LS ol (S8 Olyen 3l Sleles]

ey s b sgie i o] (SladST g sgie ol (SCan 5l oSS )
Giaan 40 Ll o jolie ol aS il cpl Lol 5 dijls 513w ge (gankd )3 oSuT
o3 an Glate ol ulusl S & Jl s aiS Wi guoly wlest OLb e
.L)\x()sﬁru}&f&l&ﬂjxl.bL;)\)sdEﬁMjﬁ);&fptplffm@&ﬁ
e Sl s 5 lesl oa W5 a4 Sl ol gl ST p pgde o
ou&élﬂQMW‘C}S}Q)uﬁr&jﬁob))'\-jzbsfbﬁu@bh«:-\C,.:?q-)‘
Jﬁ\)d&ﬁﬁ))

5 ol L 48Tl ol 3l 5,5 35800 g i ol 55 45T egr b
asHe Mb@ °)"U‘ﬁu"_; ‘Vj‘ th@b»‘ \AQTMS&‘&#}AMLQLLBM
3pin (rSad (i go 43 B30 31 4y Gy 53 ¢ ey 315 e 4hD I amy Tl
Jerlo il ol 5 LS (5 aS T e g 55500 g |y Cbolis Sl
C,._wa.a)c-éb};;?@olf@@y.w‘é)W‘)rwc}iﬁjbdbclﬁ
&)fd))‘%@ﬁ@bwo)‘w&Jj.ria‘wfubbw‘)ébw‘m«rl



V0 | 01,80 5 (Y351 ¢ st )| )18 p g 2SS b G 3o 55501 0 51 s

b e s 4 e ge 3,10 5 Slala | 3us 43S 0 53 (GhanS i g0 (GankaS
1y bl ot 05 S0l 1 o s Lot 5 dile o b O b g o)) pon (oo s6ke
SR 9L i g0 ankas G elanl gar blius &7 sl 5 e 43,8 oS olge
Creh 4o 9 SIS ) amie 35 el OB 4SSy 53 1y s g8 (Sl 0
OYAY (D) s a1 558 58008 (gandad Oles & Lol

35 4o 68 ol (58ed i s 4 Mo (SAin D) 50 0l 5 o0

LS e e e Slale! 1 oL ()

Wl e | G ot (¥

Sl o | Cble 55 ¢ g (slaankad ol (F

TS s Dl 8 i go 0 03,8 25 5l po 0 5l ok Lz s (F

s 30 4 48l S el Ol 8k e 14 30 5l (S5l L O
€3,13 el S0

Dy ;8 Sy das T2 L 2l (e 2 SRS e
e 35l et G bt Sl 53 G0 i go el pro e 1313 5 oo
48 e e Ll e ) (S5 4 S el ) 0L 53 Cble &7 s
4 o 3m 45 A8 3k ol b Iy e 51 (G s 1) bt S S
a0 1 L b et 53 Il ey ol @Sl 1 ) Sl s b o
S 5 4S SaeS e Sl gl b s s lials gotsls Ly 5 S
D R I g e e Y T
S omn OT 5133 03 s 85 & A ld 550 (G 25 <SG L Olejon Ll byl 05t
508 a5 e BLil aula sl plesl 5 S e o 15 38 dal s Ol
Sy BN o ) 855 b Lo o S e TSN b
b bl v 5L el (Shes 8 5 s b (S 1) s S Jol
S Ol OT



VEY Oln) | V5 0jlei] o255 o | adeld 5 cuaSm ol asliliad | V5

23 A0l 10 Sad i go 4y M 5l 5l 4 s pa 5 U B Gy S sl 1
Y 3)5m 53 085S S Wle O e i 51 pdm 5 ST i VL Y ) 505 51 S
35Sl a1y Sl ] adly Sline an i g0 ¢3S 53k 4 diS o s 5
L a8y S (8l gl 0353 0 0SS0y s K 55 T b S 5Le
o st o 38 ST e oo el 25 G o o e 53 b ol g
S ge 2l 3148 S e oS 5L 4 (B) IYAF LS) ol o Kak (0 giomes
s (555 g4,k (Kivy, 1999) .08 o 4 2 Slubarl Ol sioas ol 1) o o0
S i 65

Ll e e Slulas| 4 oL ()

L Sl o il Slale!| 35550 oy Chbes 53 o g0 57 Slulus! (¥
Ll 2B g

ot oo aSuT5l g 55500 n 1 o bl Chlina 3 (080 e (F
e DA Chls (i Al

R e T U B\

1S b ol 58 45T il 13 S 5,05 Ol o0 4 ka3 ol ST (530 ]
85 8 (bl 355 0 B OT 1 (5 5 AS 0 4 2 el o 4 bl
0358 0 (A (28l5 (o) ST g0 4y 25 anbad 51687 ) b (S5 03088 o0 A
Slao bl slue ) S b 55 -8 o o3l o bl Cblbs 6,8
33 S5 S48 TS gr 35wl Olos 4 Todome 5 s a3 35 (ot T
"das ol ) el Wty ol

3 313 0L (6, Kl s 5 o o 5 5T (500 85 e bt B gl

o hlies ST ol il g ulao| S L yls 0dde 45T S5 e ki 3l 6 s sbawises b o lisT (gl )
STy 25 A 53 Sl ol e G Ll 0 bl 5 S e

Hume, D. 1757. Of Tragedy.Indianapolis, IN: Liberty Classics (1985), PP.216_25
Walton, K. 1970. Categories of Art. Philosophical Review, 79: 334_67.



W 0)Kan 5 (Y351 ¢yl s S pstin AT b w30 5580 0 la5 ) g6

(Dbl 03 35 (ot 3121 2 53 25500 (S i 51 05 g0 o7 s 0Lt 5 b et
S 05U S plagaly i Kad s go i aBen 150 4l 53 558 ¢
s i Sl bl 815 53 25 4 5 loal Ll s U3 L 5 s b bl 5o
ool Lot U illae 81 ol (23L5 5 25800 4 a0 b e b (Sl
Ol g5 oo oT ol Lo (oSSl Slaba| )3 o 3o Sline 3500 4 i
Wil Aol gly 5 oits b (BE bl Sl SIS 93 1y S g RS

48T e JB1S psgie Sl el ol l 4 (ool fral &5 411l caslsl )
S o S 03 S e |

o) <y
53 ol 530305 cpl o3 55 S 53 (63515 1 o 53 1y | e U187 5515 glane )
o35 el 3LaSTL 5 ainal 4S5 glime 4 5 Sl 5 )8 Dby (S5 e
3 el (53 il L YL (S il o 5 BB e o @155 e B
)3 aie ST Lyl cpl sk )l O jde 20 0313 e 5 5 0315 5 (o5 9 4S5
(O NYAY (cla!) ol Colie 3 (g8 31 SN 5 9y o 50 ¢ YL
a5 0 5 (i g dle gLl eSSl 1 (63515 Coa cshauyl sk 4
S len 5 o VL 5 adeas Sl pl b 5l Slules] ) 5 Sl
5 s kel 4 e (ol e Sl Sals, 4 (50 4 b (oul] ST
.a,\gwgl_q-jvguﬁjgjkbLgJ;;UAqgrﬁ):j:fZ@L;ébeW\dn\:l&J
o 0,5 LT ) sgtie sl 5 s 0l L (Avristotle, 1987: 36_9 ch.6)
Dale o5 5 B0 4 A oLl (il (S5 53 4 55 55k ol oK
jw;):l.i...Uju.»sli)'\\)auw\a\l{%!)nc:w‘_goﬁf‘_;ﬁ@.m@

0L L (9315 g oo o o 5 D3l o OT ol 55 L 5 L5 0 5,8 S

1 Catharsis



VEY Olin) | V5 0jleii] 2355 dlo | 4l 5 caaS ake asliliad | VA

S sy e ioel Cbbus 5 Slalua! ol sdoes 53S0l s 5 Slulas! ol Sl
350l pl b 6osTals Cblins o Slaleol (1 Ly o) 5 oo S0 58
ol b a5 (63 i 4o b g o 5 (0050 Slalas] bl (B
Ol (235 Ol gsas 1y (6351 5 S 930, o ohe pyp o 00 .(Lessing, 1769)
W3S i b g 0l 535 e b 5 1SS (el e o7 bl 5 D) el
Cot e i 31 555 53 1y (ite St (1l 457 (6351,5 03 5 L | &
e 3 e Sllac] 48 Sl ol w8 9310k 0l 61 0 52 Jomel, (HUme, 1757)
bl 1y i 5 ot Sl plad wilin bl p st izt dily 08 4 lias
,)_.fq\r_a‘afu_.ﬂ;‘Ju;);ﬂ\ﬂd;ﬁ”\_@lﬁ)wbwL;,;,U;z
Jmles 8 25 g L 5 (sl oo 25800 e o st el ST el 50
195 35S By et SB1S pshn ol pl S a2 15 0T Lyl o8 oy
1 e 015 pygite yoolan (5420306 5 1515 s i 315 Sleys 5 S5 o oS
> 3 o s bl S 5 b 51 AT e SIS e 4k 5 4SS 4 08 s

(Shelley, 2003: 74 .c57.0) 355 oo s 52 1 Cbbes 53 0ly,) Cudlw

5SS 4 5 s JULS p gghe 5o
4 aS 540 S sl sl ol (6551,5 Cole 5 s e )BT gl L
S go 59813 Sl 5 s s )3 ST 65U i g 53 et 51T et
(b OS5 (FY+ YYD 0 snlb8) . cad 5 e Od gl (O 5 15 0 0
Osomar Sloba! 31 OLI (saan S2oleS 1y S o Ciblye  dawge 50 3 shaw )l
23 Cablge ol (s Ll (sl g cOlmn 5 (o355 cbLiS (03lo ( S350 cn ¢ 5
Sl 5 558 45 Ladlasl 3l aiws OT .ol O3 31 5t s 15 law LOLS) odons
Ol o (o g0 125 s oo Loy (5 Ay 1 (G158 (i o Ot L cyls (o
G La0T 53 o 5 (S5 45 ;05 (5 ki oo lio OT a5 A7 e gl |,

I3l 4 LOT o 5 5l shen Connks g sy oo Slai Lol &1 (R g0 DS |y 35 ol



V| O 5 (Y351 ¢ syl e U p sphe a5 b o s 55500 S0 i 31 0

S Sl DU o8 4T o dor g 0 e sn O3 b Sl 2 5 s by o0
ksz.:.wjﬁJM)LAN)‘JEJ’Qa‘ﬂb‘(ow)JjLﬂddbw‘)}‘W}OJ;J?GE")
53 4T ol u 60l Slalas | OT (4S5 4oy 53,5 53 Slalas| 25501,
;_}obu‘)buzz_mydw‘wL&‘c))‘)‘)wldMéﬁdebw

il 35S0 G a3 L 3390 MalS” Ol on 1y s s sl 5 65550 o

e 361 p g 1 03l b (5eKad oms 30 43 43D 315l 4 oy
g sble 30 ayls U s s (23S (g p bl B el L
Quw\ﬁ@ddﬁw%ﬁbuﬁ@wW,é‘.ub@w\)&y&buu

REARES

4 0805 Gl L ST il (65,5 il Ol 5 oo |y sho 5l (i 5 50 0
S o e | (bt S s i o 55 bl Sl Cab 5 S
JSB 0T & sl sl &8 (Sl Coacdr (Gl (ol (LS (g 5 olae 0113 b
slacdl- sl (Trimble, 2012:5) .S o ealinul (203 - o sgia Sl oy
Oosd (olidilyy o Lo (on e Gladl ko 457 ol () (Gl Cncb b 3
il on (aimiin o b ol (15 i 1 OLusl 2 i 487 35 Ol 0L 3
,Jur;c,ﬁ:lsuou\‘;@)“upw@.mjlpaf,u,u,:j\a)\ws
-@M—w@b-ﬁ)t:-‘éw@ﬁjwiﬁﬁwﬁ;—wc.-bj-ibféx.ﬁﬁd-w‘
3 B Salandy i Sy Shanal 1 4SOl (03 Sl sehe SST-
031 5 0t Slalas! ;855 a8 Slil 2 o8 s cpl G sjls oylal a3 bl
33 aS o a3 by 3 o 5 Ola o 5 (g3Ls 5 Ay 1S s B 5 o
5 o3 eIl ol 53 Kak e ge 4 035 55 pied o8k i85 Cands
bl aommys 5558 a3 5 OB S 5 o sl el 003 4 8 0T Cilaze
(Olan) 313 ol yan 4 (G AuLd g

Mo (galins 015 oo sl )l U (o L QJ\J)‘}#M‘{‘C)J 390 3



VEY Oliwn) | V5 0 lei] o255 o | adeld 5 cuaSs cals aslilad | ¥

38 sed 30 3 468 ol 15 18l g 5o 4

4S sl Al oyl — Il s galams Sl e Il oLl ()
s o OT L5 55 ol a8

Wi 5 eSSl a0l 55 ok Sl ¢ Sad i n 43 05 o S L (Y
b ol e s 8 5l (6585 (sl 2S5 b amys 5 30 o0

Bsble md oKk Sl sl Eol (Kak mge w b Jl, ST, (F

o le a3 5 o g oo i el 351 e gl LS50l I 4 (F
iy oo el T 5 dolw Sl

sl el Eecslsy (b Dol el )T (0

S ) PSS Gl s s e e Sk s 0 Lo ol (P
2330 e G g o T3 den ¢ il T
iy e oSl 0 3l 5 S a1 aST sl ) aled ol 3 sdndge b ol
g dal g

LAl g 5 sl oS p sgie et Sl 0351 it 3121 2 55
ST e |y Calien o131 s Slabaat o8 5 855 Ll 50 (03

sl o SBT3 ST L 1Sl i o 0 850 10l 55
et i g 4 Chle Mo s 1y Slay L YL S GEL gl 5 Sd el
3 58 g 03 o

5 (o go saalsd e (2o 13 53 1) St 35K (s ud3n 8 pl
e ¢ i 8 Ale) 3505 odalive ol 5 ¢G50 p 58 HUT oo 45 il o Cbolbus
s b (S 0 i ST sl )l iy (B 0L 58, YL 5 0
Lo o O guan (ol 3,1

Wl O et HalS” (3 ln o sle ity Sl b s0u 305l

o3 o mily Slobua |y bl 3 0dias Sy Slubua| s 05 ol



YV | 01an 5 (Y ¢ syl e SO s ol g i 50 0085 31 0

(Sl 355 (5l @l g 5 (8l 8 Dlulemh a b 5 aS Sl el ply

S a5 S
ol L ST inn ol 4 ol (81350 1 56 (s g0 0 Oy Shasy (ol 02 4SS
OF (oo (8 3mn 55 (i go 3 (SLins ol oLy 63,105 )8 g 5 (6 s sl 5 S
A5 e 48 glolasl sl ails w5l 5 e lide 55 s go g (8l gimes .o
L Lo cayom!l 518 o by Cblies 55 o ge 148 Sloluo! 5 das o 15 355
)_s\)65.:_.»}»Lg\_'auC_Médw\aﬂiw@\y&»yéwyajwwbﬂ)a
Olalas| 53 1y (i go Slinn 033 Sl 1 5 &S o gt 1 G i 8 Sl
Pl St il 51 6 SO i 5 S o i 1 b sodb S
S il s ol ol i 53 il 5l 2 S s 5 S
35 Loy a4 Gy Gl Ol 6 s BB 5 i po cay i 55 ) 51 1S
sl l g gl G UL 5 s S0d0 108 8 0 55 DSl i (61 4o
Vi3 S A e 30 4 b 0T By ol Gy & ey sl el 2l ool
gp 5 5 Dbl L (i go sl Sl 6 S palr sl 40 5 93 ool 51 eSGplaST
Ll g o 4 ks C\J.f Y Cdas o 41yl wge bagrlge o b pwlaal Dby 2 51 (6 2
Caas CWL“ sl 35l QTJ.:SL;\;\JL\@.J:@'

o Pl 0 ol SIS e s ol i Il e o el o
3 0l b0l Olulua| daly) (galien gns ¢ Awse 9 Ololus] daly s die B
Ly s oml 6 00 a0 i das o (bl 53 0d8anSly Slules! 5 w50
O Lol gl (510t sgin U 52550 4 55 5 s on Gmly 1ss Lo s
tdds 90 a4l @l Sl ST S (el (Sla S ¢ s4ds S sls

Sline s pmi an L aSSTl 515 0350 e Lol &S ol oo sgin sl .

5 G303 S 4 5 6 Sl 4k e 15l OT g (8lsiomn 3 e



VEY Olwn) | V5 ojlei| p23) 5 o | s 5 cuaS ale aslibiad | YY

1) e Slsome oSl (6ol 4 a5 il i 0 o (5T gon oSSl S
3o 1y Slalast ol 5 das o 5l 15 iw go anbd )5 0l 0Ly Slwlus! s
i 38 g Sl ymn ol 25N (5 5 S o 3l S (soutiy BT Sl
Cﬂ,cJu.,\;\ou@i\j%yuﬁ; a3 Galawl gy S dils o Slulasl s 1
Il 5 pimen (6 a5 N S8 ST ¢ (sl oSl T 611 (28 30k S
Hodozm 4 53 ol e £15 Salin sy o Ll oS ol Canelan (5O (B
AS

S 30 (S3Y b 5) (o3 o 53 1y Alis gl (S1adS psgide Y
Sl 1Sy sl (i p i (S e ol s (6l M T,IS o pgin 5 S o
Wl s (g0 40 £ g0 5 D pline

Stlien 0313 51,3 512 1) ol 01 n ¢ gl SBAS g b Ll 05Dk
e Sl smen LS (gl 3 b a5 3 S lsen (slaziy Ly ol s SBas,
b g (il caindd ( cwlh e ge Glah ) Ly it )o ) (G s
2S5 s

Gl L el 58 5 e (53588 420 b 35500 40k &8 513 0Lt Lo Jukows
dnpn &S o ke Slulu| & 5 A sliits 208 Olulust (o go 51 &S & slas
rl L 4 el o0 ek |y iy 51K e oS Dete ¢l 4zl 1) OLESL, A2
soslu s ol b aSh el JLSaT oKt Sluba] Kl anksd ol 48 o
358 a8 el o 55 aaad OT o7 ol (53 545

) Dl L s go salasly 31 (5 7o 30 5 7 0 251 4 i caomty
AS

oy ol g5 ol 1SS 1 & (6300l o g L3 b s Jiju 4 Gl o
;ljmJ;wsstsowuw.Mg@éﬂgo\w}&;wm@‘,ﬁ\e
— 53 6, 01315 pas b g Sl (0l 4 o Solule! L) Sl 6 Sl a ks



T | 0100 5 Y31 ) o U0 s 105 s 3550 051 65

1 o 20ly Dl 48T S8 oty o e 251 5 ol Dol 0121 ol
L) 5553, K Olulaot (6315 B o 1y e a4l Al sos e 2 4 (3haze sl
W ol 1y 585 gl b oy 5 Al g (ks Sl 5 3 &S o
Cblis Wl 5 i frnly TS S sS Dl o g0 3 030l Sluleo! oS
140 53 1 cpl (A8 dal o 35800 (s o5 a0 ook o Syl 93 1,5) AL
Bl B (ST s pled S
Slis 45 0SS glagenl o sy Olsi be Srags cul 53 K05 (sm
3l oslizal b aalsl 53 5 iz o go 5 g3 b6 Sl 0s 41 (el G 30 4 43D\
31> 0L 5 oS sl 31l pl &y b BB fly ezl cglanl e )U1S p pge
b1y 3m 35l ;505 Slagaly 5 45 G111 peled WIS o Lo (g3lgiiny Gl

LS
él.:.a oo
.b)‘JJ 6\”‘ up)ls:
ORCID
Hosein Ardalani https://orcid.org/0000-0002-4390-3862
Malikeh vaezi

Masoud Ghafari https://orcid.org/0000-0002-3555-4498


https://orcid.org/0000-0002-4390-3862
https://orcid.org/0000-0002-3555-4498

VEY Oliwn) | V5 0] o255 o | aeld 5 cuaSs als asliliad | ¥¥

g

e 0 s oy Ll g Cnde (VYAY) LSO (gt

I P W IR PR WP U SN LU W M e R VU ) ) BP NN |
a)Lq_."l: cd)| Jlw ld> 093 cv:..f..h Jl cu%ﬂdb/fj@ quu:“”}_;; ‘Lobul‘aﬁ
AY Sl oJyl

o5 100, WS ( Sley e e g0 4denls .(\YAF) 5,5l (LS

Lo R u\;’fjé,& Ioljé.’{ cggl.c gwb [ar e (YYPAY) ..Ul}w\ . s/i'“ .

References

Aristotle. (1987). Poetics. Stephen Halliwell (trans.), London: Duckworth.

Collingwood, R.G. (1963). The Principles of Art. Oxford: Clarendon Press.

Davies, S. (1994). Musical Meaning and Expression.London: Cornell
university press.

Davies, S. (2006). “Artistic Expression and the Hard Case of Pure Music”. in
contemporary debates in aesthetics and the philosophy of art.
Blackwell, PP.179 91.

Hume, D. (1757). “Of Tragedy.Indianapolis”, Liberty Classics, (1985),
PP.216_25.

Kivy, P. (1999). “Feeling the Musical Emotions”. British Journal of
Aesthetics, 39: 1 13.

Kivy, P. (2002). Introduction to a Philosophy of Music. New York:
Clarendon.

Lessing, G. (1769). Hamburgische Dramaturgie [Hamburg Dramaturgy].
Deutsches Textarchiv (in German). 2. Hamburg. pp. 183-184.
Retrieved 2019-01-27

Matravers, D. (1998). Art and Emotion. Oxford: Oxford University Press

Nussbaum, C. (2007). The Musical Representation: Meaning, Ontology and
Emotion. Cambridge: MIT Press.

Robinson,J. (1994). “The Expression and Arousal of Emotion in Music”.
The Journal of Aesthetics and Art Criticism, Vol. 52, No. 1, The
Philosophy of Music(Winter, 1994), pp. 13-22

Shelley, J. (2003). “Imagining the truth: An account of tragic pleasure”. In



Yo | O1)an 5 (Y ¢ syl e U s gl g i 5 0l 31 g0

Kieran, M., & Lopes, D. (Eds.), Imagination, Philosophy and the Arts
(pp. 17786). London, UK: Routledge.

Taruffi, L. (2016). Why We Listen to Sad Music: Effects on Emotion and
Cognition. Berlin: Freie Univertitat.

Trimble, M. (2012). Why Humans Like to Cry. Tragedy, Evolution, and the
Brain. Oxford: Oxford University Press.

Mew, P. (1984). “The musical arousal of emotions”. British Journal of
Aesthetics. 25 (4):357-361.

Robinson, J. (1994). “The expression and arousal of emotion in music”.
Journal of Aesthetics and Art Criticism. 52 (1):13-22.

Beever, A. (1998). “The Arousal Theory Again?” The British Journal of
Aesthetics 38(1):82-90.

Kingsbury, J. (1999). “Why the Arousal Theory of Musical Expressiveness
is Still Wrong?” Australasian Journal of Philosophy 77 (1):83 — 88.

Matravers, D. (2007). Musical expressiveness. Philosophy Compass 2
(3):373-379.

Arbo, A. (2009). “Some Remarks on (Hearing-as) and its Role in the
Aesthetics of Music”. Topoi 28 (2):97-107.

Cochrane, T. (2010). “Music, Emotions and the Influence of the Cognitive
Sciences”. Philosophy Compass 5 (11):978-988.

Eerola, T. (2016). “Being Moved by Unfamiliar Sad Music Is Associated
with High Empathy”. Frontiers in Psychology 7.

Levinson, j. (2016). “Music-Specific Emotion: An Elusive Quarry”. Estetika
53 (2):115-131.

Wu-Jing He. (2017). “Emotional Reactions Mediate the Effect of Music
Listening on Creative Thinking: Perspective of the Arousal-and-Mood
Hypothesis.” Frontiers in Psychology 8.

Walton, K. (1970). “Categories of Art”. Philosophical Review, 79: 334_67.

References [In Persian]

Ahmadi, Babak. (2008). Truth and Beauty: Lessons in the Philosophy of Art.
Tehran: Markaz Publishing. [In Persian]

Ahi, Mohadeseh. (2014). Music and Emotion from the Perspective of
Theories of Manifestation, Sensation, and Stimulation. Naghsh-e
Jahan Humanities Research Quarterly, Eighth Year, New Series, First
Year, Issue One, Spring 2014. [In Persian]

Coppleston, Frederick. (1996). A History of Philosophy: Greece and Rome.
Translated by Mojtabavi, J. Tehran: Scientific and Cultural
Publications. [In Persian]



VEY Olwn) | V5 0] o255 o | aeld 5 cuaSm ol asliliad | Y5

Hanfling, Oswald. (2002). What is Art? Ramin, Ali, Tehran: Hermes Book

City. [In Persian]
Kenya, Andrew. (2015). Philosophy of Music. Translated by Narimani,
Golnar. Tehran: Ghoghnous Publishing. [In Persian]

b (o ge 55500 (s a5 51 85 (VF2Y) 5 g ((551ib caSCle ¢ o5 ¢ ¢ Y31 10 (91 ) Sl
doi: YN N il S ele wallad bl e B ppghe eSS
10.22054/wph.2023.71049.2128

Hekmat va Falsafeh (Wisdom and Philosophy) is licensed under a
Creative Commons Attribution-NonCommercial 4. 0 International License.



