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CHAPTER 1

INTRODUCTION

Th is dissertation is part of a larger multidisciplinary research project 
implemented between the University of Amsterdam and Utrecht University. As 
its title suggests, ‘Varieties of absorption in narrative and aesthetic experiences: A 
comparative study of responses to literature and � lm’, the project aims to compare 
the various forms of narrative absorption states aff orded by literature and fi lm. 
To identify a taxonomy of absorption experiences for both literature and fi lm, 
as well as their determinants, a combined approach that utilizes humanities and 
social science theories and research methods was employed. Th e research team 
at Utrecht University focused on the part of the project related to literature and 
reading experiences, and as a result of that work emerged the PhD thesis of my 
colleague, Moniek Kuijpers (2014). In parallel, the research team at University 
of Amsterdam, in which I participate, focused on the research of absorption 
provoked by fi lm and fi lm viewing, and the present dissertation is the result of 
that work. Based on the fi ndings from the two research groups, my colleague 
Katalin Balint, a post-doctoral researcher, performed a media comparative 
analysis of literature and fi lm. 

Before introducing to the reader the topic of this particular dissertation, an 
overview of the larger project will be off ered. Aft er establishing the larger context 
and the starting point of the whole scientifi c endeavor that has as result my 
dissertation, I will introduce the specifi c research questions I have addressed over 
the past four years, as well as the research methods I used and a summary of the 
main fi ndings. 

THE LARGER PROJECT: ‘VARIETIES OF ABSORPTION IN NARRATIVE 
AND AESTHETIC EXPERIENCES: A COMPARATIVE STUDY OF 
RESPONSES TO LITERATURE AND FILM’
Narrative absorption fi rst captured the attention of the academic community aft er 
Nell mentioned it in his publication Lost in a Book (1988). Nell conducted the 
fi rst empirical studies on absorption, describing it as a trance-like experience that 
involved the feelings of getting transported and completely lost in the narrative 
of a book. Nell did not theorize more than that on what absorption was, and the 
concept remained unclear. Since then, many researchers have come up with ideas 
of what absorption is, but the ideas lacked precision, creating confusion. Th ese 
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1
ideas include: narrative transportation, narrative engagement, presence, character 
identifi cation, and immersion. 

Th e idea of narrative absorption on the one hand has supporters, such as 
writers of political messages and advertisers that are interested in the persuasive 
and entertaining powers of narrative absorption. On the other, there are also 
ardent opponents that worry about the potentially harmful impact of absorption 
on people, as it is believed that while absorbed into a narrative, people cannot 
distinguish what is true and what is fi ction. So far, however, claims about societal 
eff ects of narrative absorption, whether positive or negative, have not been 
scientifi cally evaluated. Th e absence of empirical research on the mechanisms 
that underlie absorption (Kinnebrock & Bilandzic, 2006) makes it diffi  cult to 
understand the impact of narrative absorption. Th e conceptual confusion of 
narrative absorption is another challenge. 

Th e research project introduced here aimed to present a taxonomy of 
narrative absorption states and to identify the narrative features responsible for 
each type of absorption in both fi lm and literature. In addition, personality traits 
and tastes of the recipients in terms of narrative genre were also considered as 
factors in narrative absorption. Moreover, the goal of the project was to investigate 
how absorption relates not just to fun and entertainment, but also to aesthetic 
appreciation and moral refl ections. 

THEORETICAL CONCEPTUALIZATION AND RESEARCH QUESTIONS
Narrative 

stimuli 
Experiential 

states of 
absorption 

Story-world 
is salient 

Artifact 
is salient 

Absorption 2 
Artifact 

absorption 

Aesthetic 
appreciation 

Absorption 1 
Story-world 
absorption 

Popular 
art 

Enjoyment/ 
Entertainment 

High art 

Evaluative 
responses 

Figure 1. Overview of the conceptual model used in the research project ‘Varieties of absorption 
in narrative and aesthetic experiences: A comparative study of responses to literature and � lm’
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Figure 1 presents an overview of absorption, its determinants within the narrative 
stimulus and its immediate consequences, which are evaluations both of the 
absorbing experience and of the stimulus. Th e conceptual model introduced in 
Figure 1 serves as the working assumptions for the studies in this dissertation. In 
the exposition of theoretical conceptualizations of, and assumptions on absorption 
I will follow the fi gure from left  to right. 

NARRATIVE AS A DUAL STIMULUS: STORY-WORLD 
VS. ARTIFACT AND RELATED TYPES OF ABSORPTION

Narratives manifest two distinct aspects: 1) a series of events in a story-world 
structure; and 2) the particular way the events are presented. Th e fi rst aspect is 
referred to as the narrative event structure; the second as the narrative discourse 
structure (Brewer & Lichtenstein, 1980; Cobley, 2001; Chatman, 1978). When 
considered from a psychological point of view, narrative stimuli have the same 
two aspects (Tan, 1996; Bordwell, 1985). Both aspects of the narrative stimulus 
will aff ect the recipients, but one or the other may be more salient, depending 
on the narrative. On the one hand, following a narrative results in the viewers’ 
construction of a story-world: for instance, a viewer can attend to the details of 
a narrative, complete its representation, and experience events and characters in 
the narrative as real. In these cases, the narrative manifests itself as another world, 
separate from the real one, and the viewers that attend to this aspect of narratives 
experience story-world absorption. On the other hand, recipients can follow the 
narrative as a systematic presentation of structures with a particular style and 
technology that is as an artifact, i.e. the producer’s or the author’s way of telling the 
story. Viewers can in principle perceive the artifact, attend to it, and experience 
absorption in it. 

Th e narrative’s particular use of style and technology determines the salience 
of the story-world versus the artifact to a considerable degree. Th us, viewers are 
cued to attend more or less to one or the other aspect of the narrative, and they can 
be more or less absorbed into the story-world or the artifact. One of the working 
assumptions of the project is that in popular narratives, like mainstream fi lms or 
popular novels, the artifact is less salient, making viewers focus on the story-world 
and thus facilitating their absorption into that world. As discourse structures 
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1
of mainstream fi lms are mostly familiar, they do not raise major diffi  culties in 
comprehension. Th us, they function as a ‘vehicle’ into the story for the reader or the 
viewer, without drawing attention onto themselves (Bordwell, 1985). Story-world 
absorption is experienced in this way. However, high art fi lms are characterized by 
more salient artifacts, in which the focus of viewers falls mainly onto this aspect of 
narratives. In my dissertation, I focused on identifying main forms of story-world 
absorption, as well as the experiential characteristics of artifact absorption with 
fi lm, together with their main determinants. 

Looking at the evaluative responses, as they appear in Figure 1, a distinction 
is made between enjoyment and appreciation, as proposed and validated by 
media psychologists (Oliver, 1993; Oliver & Bartsch, 2010; Oliver &Bartsch, 
2011). Enjoyment and the appreciation of narratives as entertaining are forms 
of evaluation supposedly caused by various forms of story-world of absorption 
(transportation, engagement, character identifi cation). In contrast, aesthetic 
appreciation would be positively correlated with artifact absorption, meaning that 
the more one experiences artifact absorption into a narrative, the more aesthetic 
appreciation the recipient will have for the narrative. 

It is important to distinguish absorption from evaluative responses, 
enjoyment and appreciation. Absorption can be experienced at single moments. 
One can be absorbed at any moment in following a story. In contrast, enjoyment 
and aesthetic appreciation are evaluations, and as such are based on the sum of the 
experiences across some period or episode. Finally, a comparison of the two media, 
narrative text and fi lm, was pursued throughout the project, and this comparative 
dimension has been left  out of Figure 1. My dissertation only focuses on the part 
of the research project that deals with fi lm as a medium of the narrative. 

In the next section of this chapter, I will briefl y explain which aspects of the 
broader research project I decided to focus on in my dissertation, and present 
the specifi c research questions and research methods, as well as a summary of 
my fi ndings. Here I summarize the aims of the reported research. Given the lack 
of knowledge and understanding of the existent varieties of narrative absorption 
with fi lm, what distinguishes between these experiences, and what causes them, 
I aim to: 1) contribute to a taxonomy of the main narrative absorption states in 
fi lm, 2) identify narrative determinants of some types of absorption, 3) explore 
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how narrative fi lm styles and genres aff ect absorption, and 4) determine whether 
viewers’ tastes infl uence the absorbing viewing experience. 

In the following paragraphs, I will elaborate on the theoretical background 
of both story-world and artifact absorption, specifi cally explaining how I 
operationalize the two in my research. 

STORY-WORLD ABSORPTION
Story-world absorption is the type of absorption that has viewers transported into 
the story of the fi lm, making them forget about the real world, about the passage 
of time, and even forget about themselves (Tan, Balint, & Doicaru, n.d.). When 
being absorbed into the story-world of a fi lm, viewers are usually not aware of 
the narrative techniques that lead to their experience (Tan, Balint, & Doicaru, 
n.d.). Th e experiences making up story-world absorption are strictly related to 
the events in the story. Events oft en are experienced vicariously through empathy 
or sympathy for the characters aff ected by the events (e.g., Green &Brock, 2002; 
Busselle & Bilandizc, 2009; Cohen, 2001): e.g., one’s heart pounds when the 
protagonist is about to get into serious trouble, or is fi lled with excitement when 
the main character succeeds. 

Story-world related concepts are quite popular in the fi eld of empirical 
communication research because of the impact they have been found to have on 
enjoyment and beliefs; therefore, many studies have been conducted to identify 
their determinants (e.g., Mazzocco, Green, Sasota, & Jones, 2010; Hall & Bracken, 
2011; Wirth, Hartmann, Bocking, Vorderer, Klimmt, Schramm, Saari, Laarni, 
Ravaja, Biocca, Sacau, Jancke, Baumgartner, & Jancke, 2007). Th e empirically 
tested determinants of these experiences are related to traits of the recipients (e.g., 
Mazzocco, Green, Sasota, & Jones, 2010; Hall & Bracken, 2011), or to the viewing 
conditions (e.g., Wirth et al., 2007), but not to characteristics of the narrative. Th e 
complete lack of empirical research into narrative determinants of story-world 
absorption is not surprising for a number of reasons. First, there is considerable 
ambiguity inherent to the relevant concepts as they have so far been operationalized. 
Items purported to measure narrative engagement (Busselle & Bilandzic, 2009), 
transportation (Green & Brock, 2002) and even character identifi cation (Cohen, 
2001) are overlapping to a considerable extent. Moreover, these concepts are also 
broad in meaning. Second, empirical communication research is not familiar 
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1
with structural theories of narrative that can be used to identify potential features 
that cause absorption in one or another variety. Bilandzic and Kinnebrock (2006) 
were an exception to the rule by mentioning such determinants for narrative 
engagement but without empirically testing them. 

In this dissertation, I will try to identify textual determinants of story-world 
absorption, so researchers as well as fi lmmakers will get a clear idea of how to 
manipulate this form of absorption through the fi lm material and its narrative. To 
reach this goal, I will operationalize the concept of story-world absorption into 
the most basic and clearly defi ned forms of absorption: suspense and curiosity. 
Suspense and curiosity are clearly defi ned concepts, both in narrative theory and 
in the psychology of narrative, which renders them suitable to be analyzed as 
varieties of absorption. 

In his book on expositional modes in narratives, Sternberg (1993) mentioned 
that interest in stories is created by an interplay of suspense and curiosity. Suspense 
and curiosity therefore seem to be the main leads of interest and the most basic 
forms of absorption in the story-world. Furthermore, it seems that suspense 
and curiosity are easy to manipulate through the narrative. Indeed, Brewer and 
Lichtenstein (1982) mentioned in their Structural-Aff ect Th eory that there are 
specifi c discourse structures leading to suspense and curiosity. It was also found 
that suspense and curiosity structures make a narrative appear more like a story 
(Brewer & Lichtenstein, 1982). 

Psychologically speaking, suspense is a feeling of tension in anticipation of 
an important story event (e.g., Tan & Diteweg, 1996) to be discussed below. It 
is defi ned as a prospect-based emotion that involves both fear that the outcome 
will be negative and hope that everything in the story will turn out well (Ortony, 
Clore, & Collins, 1988). Suspense implies that the outcome can take two main 
directions: the expected event will take place or not. Curiosity is less emotional 
than suspense and simply involves the desire to fi ll in some gaps in the line of 
story events; the desire to have specifi c information revealed, but without the 
pressure of a deadline, as it is the case with suspense (Lowenstein, 1994). Th ere 
can be more than two possible solutions for the missing information in the case 
of curiosity. 
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In the fi rst part of the dissertation, I will focus on both suspense and curiosity, 
trying to identify how they can be increased through textual devices, and how 
they work together in increasing the appreciation of a narrative fi lm. Th e research 
questions the fi rst part of this dissertation (Chapters 2 to 3) will try to off er an 
answer to are:

RQ1: What � lm narrative devices lead to suspense? 

RQ2: How does � lm genre a� ect suspense?

RQ3: What � lm narrative devices lead to curiosity?

RQ4: How do suspense and curiosity relate to the appreciation of the � lm?

ARTIFACT ABSORPTION
Even if there seems to be a considerable amount of empirical research done 
on story-world absorption in its various forms, not much is known about the 
experience of absorption into the narrative as an artifact. An artifact refers to a 
particular construction made by an author, using technical and stylistic devices in 
presenting fi lmic events. 

Narrative theory has described procedures that draw the viewer’s attention 
to the artifact. For the artifact to draw attention to itself, it has to deviate from 
usual norms (Bordwell, 1985; Th ompson, 1988). Literature, as well as art house 
and experimental fi lms abound with these deviations that draw attention toward 
themselves, distract from the story, and force the recipient to refl ect upon the 
meaning of the device used by the maker (Bordwell, 1985). Artifact absorption 
was expected to be more cognitive than the story-world absorption and more 
fi lled with awareness of the self, of the real world, and of the narrative medium 
itself (Agarwall & Karahanna, 2000). According to the Russian formalists 
(Shklovsky, 1965/1917; Erlich, 1973; Jakobson, 1980), deviation is the essence 
of art: shows the familiar in unfamiliar ways, off ering a fresh new perspective of 
the narrative language, and providing a deeper meaning to life or to aspects of it. 
Shklovsky (1965/1917), Propp (1968) and Eichenbaum (1965/1926) considered 
that narrative device, or the artifact, should be used by the maker to draw 
attention on itself, de-familiarize language, and convey a particular message to 
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1
the reader. Such narrative devices lead to the phenomenon of defamiliarization, 
or ostrannenie (van den Oever, 2010). Ostrannenie, which means making things 
strange, is an artistic technique that implies showing familiar things or familiar 
stories in un-familiar ways (van den Oever, 2010); when this happens, the 
attention is drawn onto the device, and the technique enhances the perception 
of the familiar, by revealing a diff erent way of looking at it.1 Art in general seems 
to require this defamiliarization to truly have an impact on the viewer, and 
art has been associated with aesthetic appreciation: good art leads to aesthetic 
appreciation. 

More recent studies of narratives in the humanities brought into attention 
a new concept related to ostrannenie: foregrounding (van Peer, 1986; van Peer 
& Hakemulder, 2006; Hakemulder, Zyngier, van Peer, 2007). Foregrounding is 
a concept oft en investigated empirically by Hakemulder (2000; 2004; 2007) in 
relation to written narratives. It describes the experience of noticing the artifact in 
a narrative for deviating from the usual narrative rules, or from the rules within 
a particular narrative. Foregrounding points both to the quality of the narrative 
material (i.e. the existence of a deviation) and to the experience of the viewer (the 
viewer must notice the deviation and refl ect upon it). According to Hakemulder 
(2007), a deviating narrative technique only leads to foregrounding if the reader 
or the viewer is able to add a meaning to the device from within the story-world, 
based on art form and style specifi cities, or from the real world experiences. Th e 
recipient must notice that the strange device is used by the maker with the purpose 
of conveying a message beyond the message given by the story events themselves. 

To identify by means of controlled empirical study what deviations can cause 
absorption in the artifact, it is necessary to have a measurement of the relevant 
processes and experiences occurring in response to these. Relevant processes refer 
not just to the perceptual and cognitive challenge of comprehending the artifact, 
but also the aesthetic processes and responses associated with it. Empirical

1. It is important to acknowledge that ostrannenie is a concept that includes a historical dimension 
(Kessler, 2010), meaning that what was once un-familiar and strange as technique, can be nowadays 
familiar to most people, and not only found in Art House fi lm, but in mainstream Hollywood movies 
too. Many contemporary Hollywood movies use techniques and narrative devices that once were 
defamiliarizing and typical to Art Film. Th erefore, in the case of many fi lms it is rather diffi  cult to say 
whether they fall into the category of mainstream fi lms that use non-deviating techniques, or rather 
art fi lms that use mostly deviating techniques. For clarity’s sake, in my dissertation I have chosen 
examples that can be fi tted rather unequivocally in one of the two categories.
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research has shown that the more foregrounding there is in a narrative, the more 
aesthetic appreciation is expressed for it (e.g., Hakemulder, Zyngier, & van Peer, 
2007; Hakemulder, 2004). However, it is not known how aesthetic appreciation of 
fi lms works, and there is no suitable instrument to measure it. 

Th is dissertation will contribute to such an instrument, facing two challenges. 
To begin with, empirical research of the experience people have in response to 
general aesthetic stimuli is scarce, and knowledge of the dimensions underlying 
it is insuffi  cient. Moreover, fi lm as an artifact may be expected to be diff erent 
from the artifacts in other media, such as narrative text or music. Th e approach I 
have chosen in this dissertation is to start from the most encompassing model of 
aesthetic appreciation that is available at the moment in psychological aesthetics. 
According to this model by Leder, Belke, Oeberst and Augustin (2004), aesthetic 
appreciation results from mostly cognitive operations that recipients perform as 
they are challenged by an aesthetic stimulus. Th e model has four diff erent cognitive 
stages, starting from the simple perception of a deviating element, to cognitive 
mastering of the complication, followed by an aesthetic judgment of the art object. 
Each cognitive stage is accompanied by aff ective reactions: if the cognitive stage 
is completed successfully there will be a positive emotional reaction, if not there 
will be a negative emotional reaction. Th e fi nal evaluation of the art form is the 
product of the overall cognitive processing and the resulting aff ective experiences. 
Th is model of aesthetic appreciation and aesthetic judgments takes into account 
also the individual diff erences of the recipients: whether an aesthetic stimulus is 
noticed, or whether it can be found meaningful depends on the expertise with the 
art form and on the personal experience of each individual. Interestingly, it appears 
that aesthetic appreciation overlaps to a large extent with artifact absorption itself. 
Th is observation emerges from the fact that according to the model of Leder and his 
colleagues (2004), aesthetic appreciation does not only cover the appreciation of an 
art object, but the entire aesthetic experiential process of the artifact, both cognitive 
and aff ective, that leads to the appreciation, and this is what artifact absorption is. 

Based on the model of aesthetic appreciation developed by Leder and his 
colleagues (2004), I aim to take a fi rst step towards understanding the experience 
of artifact absorption with fi lm by trying to identify the dimensions that underlie 
aesthetic appreciation with this medium. Furthermore, I will develop an 
instrument to measure aesthetic appreciation with fi lm. To this end I could adapt 
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a scale of aesthetic appreciation of paintings, Art Reception Survey, developed 
by Hager, Hagemann, Danner and Schankin (2012) based on the model of Leder 
and his colleagues (2004). Th e model of Leder and his colleagues (2004), as well 
as ARS needed to be altered to deal specifi cally with fi lm. Moreover, Leder and 
his colleagues do not give much attention to aff ect when describing the aesthetic 
process and appreciation in their model (2004), and I tried to make up for this 
lacuna in the Scale of Aesthetic Appreciation of Film, by taking into consideration 
the aesthetic emotions as they were mentioned by Silvia (2005; 2012). Th e 
emerging scale, SAAF, was validated across diff erent fi lm styles and diff erent 
audience groups as described in Chapter 4. Th e second part of my dissertation 
(Chapter 4) will answer the following research questions:

RQ5.  What is the experience of aesthetic appreciation with � lm, and which are the 
dimensions underlying it? 

RQ6.  How does � lm style in� uence the experience of aesthetic appreciation?

RQ7.  Does aesthetic appreciation di� er based on the type of � lm audience assessing it? 

DISSERTATION OUTLINE

Th is dissertation comprises four empirical studies, which are presented in 
the subsequent three chapters. A summary of each chapter is presented below. 
Chapter 2 presents two studies that address the fi rst two research questions, which 
refer to 1) exploring the main narrative determinant of suspense in fi lm (Outcome 
Delay), respectively, and 2) checking the infl uence of fi lm genre on suspense. 
Chapter 3 addresses the fi rst and the third research questions by focusing on 
the exploration of narrative determinants of both suspense and curiosity in fi lm. 
Th e fourth research question is addressed in Chapter 3 too, because the relations 
between suspense, curiosity and their narrative determinants on one side and fi lm 
appreciation on the other are being investigated. Chapter 4 addresses the last set of 
research questions (5,6 and 7) that deal with understanding aesthetic appreciation 
of fi lm and its underlying dimensions, as well as understanding how fi lm style 
and the type of audience aff ect aesthetic appreciation. Moreover, the development 
of SAAF, the instrument that measures aesthetic appreciation of fi lm, will be 
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presented in Chapter 4, together with the tests of its validity. Th e last chapter, 
Chapter 5, will be the chapter in which I discuss the results, the implications of 
the empirical studies, and conclusions. As exploratory contribution to the project’s 
aim of categorizing varieties of absorption, I will in closing consider the relation 
between the main varieties of absorption, story-world absorption and artifact 
absorption, by ex post facto analysis of associations between suspense, curiosity 
and enjoyment categories and dimensions of aesthetic appreciation. 

CHAPTER 2 OUTCOME DELAY AS DETERMINANT FACTOR 
OF SUSPENSE IN FILM: AN EXPLORATION OF FILM GENRE 
DIFFERENCES
According to Structural-Aff ect Th eory (Brewer & Lichtenstein, 1982), suspense 
can be increased through two main narrative factors: Outcome Value (story event-
related factor) and Outcome Delay (presentation factor). Chapter 2 in the present 
dissertation will report on two experimental studies that investigate to what extent 
Outcome Delay can increase suspense in various fi lms of diff erent genres. It was 
specifi cally sought to verify if suspense increased linearly as a function of Outcome 
Delay, or rather in an inverted U-shape. Simultaneously, the two experimental 
studies investigate how Film Genre aff ects both suspense and the eff ect of Outcome 
Delay on suspense. Th e fi rst experimental study had a 5 (Outcome Delay) X 2 
(Film Genre: action-oriented vs. character-oriented) between-subjects design. In 
this study, I used one fi lm scene extracted from a long-feature production for each 
Genre: an action-oriented suspense scene that built the expectation of a negative 
outcome (the protagonist may get shot), and a character-oriented suspense scene 
that built the expectation of a positive outcome (the protagonists may kiss for the fi rst 
time). 160 participants (108 women) took part in this study. Th e results showed that 
suspense was signifi cantly higher in the action-oriented scene than in the character-
oriented scene. Furthermore, suspense increased linearly as a function of Outcome 
Delay overall, but when looking at each fi lm genre separately, the signifi cantly 
linear increase was only present in the case of the character-oriented fi lm scene. 
Th e second experimental study had a 4 (Outcome Delay) X 2 (Film Genre: action-
oriented vs. character-oriented) between-subjects design, but each step of Outcome 
Delay was double in length compared to the case of the fi rst experiment, and for each 
fi lm genre, three diff erent fi lm scenes were shown to each participant in random 
order. All three character-oriented fi lm scenes created the expectation of a positive 
outcome (a kiss), and so did all three action-oriented fi lm scenes (the villain will get 
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punished), to control for outcome valence variability between fi lm genres. Th ere 
were 188 participants in this study (149 women). Th e results showed that there is no 
diff erence in terms of suspense levels between fi lm genres when outcome valence 
is kept constant to positive. Moreover, Outcome Delay signifi cantly and linearly 
increased suspense when all fi lms were taken into account. When fi lm genres were 
looked at separately, a signifi cant increasing cubic trend occurred in the case of the 
action-oriented fi lms, and no signifi cant eff ect of Outcome Delay on suspense was 
observed when it came to the character-oriented fi lms.  

CHAPTER 3 BEGIN WHEREVER YOU PLEASE, AS LONG AS YOU 
KEEP ME INTERESTED. EXPOSITION LOCATION INFLUENCE ON 
INTEREST IN FILM: SUSENSE AND CURIOSITY
Chapter 3 will report on an experimental study that investigates the potential of 
discourse structure, and specifi cally of the location of exposition materials in a 
narrative discourse structure in infl uencing suspense and curiosity. Exposition 
represents the story information that is not part of the line of action in the narrative, 
but is rather related to the set-up of the action scene by introducing the location, 
the time, the characters and their motivations. Structural-Aff ect Th eory identifi ed 
particular orderings of two main story events, Initiating Event and Outcome 
Event, that lead either to suspense or curiosity: Initiating Event – Outcome Event 
structure leads to suspense; Outcome Event-Initiating Event structure leads to 
curiosity. However, SAT does not explain how the position of exposition relates 
to the order of these two events. Th ree discourse structures in which exposition 
was placed in diff erent locations with respect to the Initiating Event and the 
Outcome Event were created for the same narrative fi lm: PES (preliminary 
exposition structure: exposition – Initiating Event – Outcome Event), DES 
(delayed exposition structure: Outcome Event – exposition – Initiating Event), 
and EDES (extra delayed exposition structure: Outcome Event – Initiating Event 
– exposition). Th e Initiating Event – Outcome Event structure creates episodes of 
main action in a narrative. In the experiment, suspense and curiosity were both 
captured twice for each participant: once at the end of the fi lm, and one more 
time during the viewing (either in the middle of a suspense scene, or during a 
curiosity event). Appreciation of the fi lm was measured once, at the end of the 
fi lm. 186 subjects (55.4% women) took part in a 3 (discourse structure exposition: 
PES vs. DES vs. EDES) X 2 (measurement event: suspense vs. curiosity) between-
subjects experimental design. Th e results reveal overall suspense (measured at the 
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end of the fi lm) to be signifi cantly higher in PES than in the others and curiosity 
to be signifi cantly higher in DES and EDES than in PES. Two types of curiosity 
were found to work diff erently: curiosity for the identity of the murderer (the fi lm 
used in the experiment is a crime fi lm) was the highest in DES, while character 
curiosity was the highest in EDES. EDES was expected to be low in both suspense 
and curiosity; however, it was the highest in character curiosity and the most 
appreciated. Important diff erences were found between the overall measurements 
of emotions and the local ones. 

CHAPTER 4 DEVELOPING AND TESTING THE SCALE OF AESTHETIC 
APPRECIATION WITH FILM (SAAF)
Chapter 4 will present the underlying dimensions of aesthetic appreciation with 
fi lm, and the development of the Scale of Aesthetic Appreciation of Film. Th e 
study that led to the development and the validation of SAAF is to be presented 
in its entirety in Chapter 4. Th e study was a 3 (fi lm style: mainstream vs. art house 
vs. experimental) within-subjects X 3 (fi lm audience: mainstream vs. Art House 
vs. experimental) X 2 (fi lmmaker generation: established vs. emerging talent) 
between-subjects design. Th e last factor, the fi lmmaker generation, was only 
used for the sake of generalizability of my fi ndings; no diff erence in fi ndings was 
expected or sought for based on the fi lmmaker generation in this study. Th ere 
were 320 participants in this study (217 women). Th e selected video materials were 
short clips extracted from award winning fi lms in the most acclaimed festivals 
of their style (Oscar Awards, Berlin Film Festival, Ann Arbor Experimental fi lm 
festival). Th e results revealed the Scale of Aesthetic Appreciation of Film, a scale 
that seems to work well regardless of fi lm style or regardless of the audience rating 
it. It has fi ve dimensions: cognitive stimulation, negative emotionality, self-reference, 
artistic quality and understanding. All the items in the scale proved to universally 
load in the factor model of aesthetic appreciation regardless of fi lm, and regardless 
of audience. SAAF has been validated and proved to signifi cantly diff erentiate 
between fi lm audiences: experimental fi lm audience rated signifi cantly higher on 
it than the other two types of audience. However, SAAF does not diff erentiate 
between fi lm styles if the fi lm audience is not taken into consideration too. 
Experimental fi lm audience gave higher SAAF ratings than the other audience 
groups for experimental fi lm only. 
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CHAPTER 5 GENERAL DISCUSSION
Chapter 5 will provide a general discussion of the main fi ndings in my dissertation, 
as answers to the research questions presented in this chapter (Chapter 1). 
Furthermore, Chapter 5 will off er some extra results of the correlations between 
the scores of suspense, curiosity, narrative engagement, and enjoyment, as elements 
of story-world absorption, and aesthetic appreciation with its four diff erent 
dimensions as elements of artifact absorption. Based on these additional analyses, 
I will off er insights into how story-world absorption relates to artifact absorption, 
and I will discuss how they further relate to the appreciation of narrative fi lm. 
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ABSTRACT

Suspense is a main form of absorption into stories, and it is intuitive that suspense 
in movies increases enjoyment. However, there is not a signifi cant amount of 
empirical work investigating the narrative determinants of suspense. Th is chapter 
reports on two experimental studies that explore the extent to which Outcome 
Delay can increase suspense in fi lm across diff erent genres. Th e studies are 
particularly interesting because no previous study has investigated determinants 
of suspense in character-oriented fi lms, suspense being mostly associated with 
action-oriented genres. Th e fi rst 2 (Film Genre: action-oriented vs. character-
oriented) X 5 (Outcome Delay) between-subjects experiment investigated the eff ect 
of Outcome Delay on suspense in two diff erent fi lms. Th e second 2 (Film Genre: 
action-oriented vs. character-oriented) X 4 (Outcome Delay) between-subjects 
experiment, extended the number of fi lms (six fi lms: 3 of a genre, 3 of the other), 
and extended the Outcome Delay step. Th e studies revealed that suspense increased 
linearly as a function of Outcome Delay, regardless of Film Genre. However much 
Outcome Delay extended, suspense did not drop, but kept increasing. If the fi rst 
experiment confi rmed the expectation that suspense is higher in action-oriented 
fi lms than in character-oriented fi lms, the second experiment revealed that this is 
not necessarily the case. When the action-oriented suspense scenes are not typical, 
not building up the expectation of a negative Outcome Event, but rather a positive 
one, there is no diff erence in suspense between fi lm genres. Moreover, Outcome 
Delay always increases suspense, regardless of Film Genre or typicality. 

INTRODUCTION

Stories are an important part of our daily lives. Whether we read books, watch 
movies, enjoy theater plays, or simply share stories with our friends, stories are 
an important tool for communicating ideas, desires and emotions. According 
to theorists of narrative, interestingness is a general defi ning feature of narrative 
(Martin, 1986). However, the stories that truly impact us are highly interesting 
stories, the ones that keep us hooked. And what makes a story interesting? We 
tend to believe that what makes a story interesting is in the events that are being 
told. However, theories of narrative acknowledge that there are two main accounts 
of story interestingness: a story event account and a presentation account. 
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Events that are worth being the subject of a great story should be impressive, 
meaningful, but the art of storytelling is mainly about the presentation technique 
of the events, as even in themselves less striking events could be materials for a 
gripping story when told in the right way (Chatman, 1978; Sternberg, 1993; Dibell, 
1999). Understanding the storytelling presentation techniques that increase 
interestingness of stories is relevant not only for the storytellers, but also to the 
communication of scholars and practitioners, who need to know how narratives 
work to produce desired eff ects. Th is chapter contributes to the knowledge of 
storytelling presentation techniques in fi lm, exploring how they aff ect viewers 
with given story events.

Interest in narratives can come in diff erent forms, but the form of interest 
I will investigate is one of the most popular in narrative fi lm and literature: 
suspense. Suspense is ubiquitous in popular media narratives nowadays (e.g., 
Oliver & Bartsch, 2010; Sternberg, 1993). It is a feeling of impatience and tension, 
occurring in the expectation of a specifi c event of considerable importance (Tan 
& Diteweg, 1996), a feeling that involves both fear and hope for the event to 
come (Ortony, Clore, & Collins, 1988). Suspense has been associated with action-
oriented narrative genres, like action, thriller, and adventure in the fi rst place, 
suggesting that the type of story events presented in these particular fi lms may 
lead to suspense: car chase, shootings, treasure hunts. However, there are writers 
(e.g., Child, 2012), fi lmmakers (e.g., Hitchcock, 1970) and narrative theorists 
(e.g., Brewer & Lichtenstein, 1982; Truff aut, 1985/1967), who suggest that it 
is not the events that cause us to feel suspense, but rather that the presentation 
of the narrative is what has this impact. Th ese practitioners and theorists agree 
that the particular presentation technique involves delaying events (e.g., Brewer 
& Lichtenstein, 1982; Truff aut, 1985/1967). Th e event may matter, deriving its 
importance from the fact that it represents the outcome of a confl ict situation, but 
given some minimally interesting event, delaying the resolution is considered to 
be an autonomous factor leading to suspense. 

In this chapter, I will focus on the presentation determinant of suspense, 
Outcome Delay, in the particular medium of fi lm. I aim to empirically test to 
what extent Outcome Delay can increase experienced suspense in fi lm viewing by 
itself. Furthermore, I investigate whether Film Genre has any impact on the way 
Outcome Delay aff ects suspense. To my knowledge, Outcome Delay has not been 
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empirically investigated as a determinant of suspense in character-oriented fi lms, 
like romance or drama. I believe that as a presentation technique of suspense, delay 
should be eff ective in increasing the experience regardless of the story events, and 
therefore regardless of genre, as will be argued hereunder. Th e studies presented in 
this chapter are to my knowledge the fi rst to compare two broad genre categories, 
namely action-oriented fi lm scenes to character-oriented ones, with respect to the 
way Outcome Delay aff ects suspense. 

Two experimental studies were conducted to identify 1) to what extent 
Outcome Delay can increase suspense in fi lm in general; 2) whether the level of 
suspense depends on Film Genre; and 3) whether the eff ect of Outcome Delay on 
suspense is dependent on Film Genre.

SUSPENSE

When investigating suspense, it is imperative to distinguish between two diff erent 
meanings of the concept: suspense as emotional response and suspense as narrative 
presentation technique within the discourse structure. 

SUSPENSE AS EMOTIONAL RESPONSE 
In their infl uential model of the cognitive structure of emotions, Ortony, Clore, 
and Collins (1988) categorized suspense as a prospect-based emotion. According 
to them, suspense is an emotion provoked by feared (when negative) or hoped 
for (when positive) events that are appraised both as uncertain and as likely to 
occur soon. In the case of viewing a narrative movie, emotional responses have 
their basis in the subject’s imagining being present in the story-world. Witnessing 
events from this position stirs participatory responses (Allbritton & Gerrig, 1991) 
or witness emotions (Tan, 1995). Emotions like suspense are experienced based on 
narrative expectations regarding future developments in the story. Th e emotional 
response of suspense in fi lm viewing involves eager tension for an Outcome Event, 
which the viewer expects to be revealed imminently, and helpless frustration for 
having to wait to see it happen (Tan, 1995; Tan & Diteweg, 1996).
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SUSPENSE AS A DISCOURSE PRESENTATION TECHNIQUE AND THE 
(S)TRUCTURAL-(A)FFECT (T)HEORY 
From the perspective of storytelling, suspense is not an experience or response but 
a narrative technique that essentially provokes uncertainty (e.g., Tan & Diteweg, 
1996). Th e best available theory that explains experienced suspense as resulting 
from a suspense narrative technique is the (S)tructural-(A)ff ect (T)heory (Brewer 
& Lichtenstein, 1982). SAT is based on the distinction between told events and 
the way they are told. Storytellers work with two elements: 1) a specifi c selection 
of events from a story-world, imaginary or not, and 2) a particular presentation 
of those in the narrative discourse structure of the fi lm, i.e. a particular series 
of sequences and shots. Two levels of the narrative structure become apparent 
accordingly (Erlich, 1978; Chatman, 1978; Brewer & Lichtenstein, 1982): Th e 
sequence of events as they appear chronologically in the story-world is called the 
event structure, while the particular presentation of these makes for the discourse 
structure. A suspense discourse structure has the following story events: an 
Initiating Event, followed by an Outcome Event. Th e Outcome Event is an event 
of high importance that usually represents the resolution of a confl ict (e.g., the 
car of the protagonist explodes when he steps in). Th e Initiating Event is the event 
that announces the occurrence of the Outcome Event in the immediate proximity 
(e.g., the villain places a bomb in the protagonist’s car). In a suspense discourse 
structure, events are presented in their chronological order, and some retardation 
is introduced between the Initiating Event and the Outcome Event. SAT does not 
discuss, however, the nature of the retardation, but it seems that whatever it is: 
meaningful events, or just slowing down of time (in the case of fi lm, through slow 
motion, or repetition of shots), their main purpose is to delay the Outcome Event 
without giving it away in any way. 

As discourse structure is taken as the cause of the emotional reaction of 
suspense, it can be said that two main factors contribute to the experience of 
suspense in a suspense scene: 1) the story event factor, Outcome Value, that 
represents the perceived importance of the Outcome Event as determined 
by manifold factors, and 2) the presentation factor, Outcome Delay, that is 
determined by the amount of narrative materials inserted between Initiating Event 
and Outcome Event (be it events or simply prolongation of time). Upon perceiving 
the Initiating Event, the audience expects, and desires to see the Outcome Event, 
and the longer the expectations are held without being matched or non-matched 
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by an Outcome Event, the more uncertainty, frustration, hopes and fears, meaning 
suspense, will be experienced (Ortony, Clore, & Collins, 1988; Tan, 1995). In line 
with the idea that presentation may be as important, or perhaps more so than 
the story events themselves, I consider Outcome Delay as the most rational and 
eff ective tool for storytellers to use at will (and with skill) to increase suspense, 
regardless of the story events. Hence, this chapter will focus on Outcome Delay 
as factor of suspense, and will explore its potential and limitations in increasing 
suspense. 

SAT mentions that Outcome Delay leads to suspense, as if suspense would 
increase linearly as a function of delay, without referring to any limit to its 
eff ectiveness. But can Outcome Delay infi nitely increase suspense? Common 
sense leads us to expect that if an awaited event is delayed for too long, the viewer 
may get bored, and suspense may drop, or at least stop increasing. Lacking a 
theoretical rationale, such limitations need to be assessed through controlled 
empirical studies. One aim of this chapter is to amend for this lack of detail in SAT 
on Outcome Delay limits as determinant factor of suspense. In this chapter I will 
empirically investigate the possibility that there is a limit to which Outcome Delay 
can increase suspense. 

Another limitation of SAT is that, as a theory of aff ect produced by general 
structural features of narrative texts or fi lms, it does not mention how narrative 
genre relates to the whole suspense technique. In fact, SAT does not discuss 
genre at all. In scholarly and fi lm production discourse on suspense, as well as in 
publicity materials, the term is almost invariably used in the context of the action-
oriented genres, and especially the thriller (Skillman, 2000; Oliver & Bartsch, 2010; 
Porter, 1981; Th ompson, 1988). Consistent with this idea, suspense is empirically 
investigated mostly in relation to action-oriented narratives (e.g., de Wied, 1991; 
Comisky & Bryant, 1982). However, given the generality of the factors mentioned 
in SAT, the question arises whether the technique of suspense may be eff ective 
only, or mostly with this particular genre. Does Film Genre make a diff erence 
when it comes to suspense at all?

It is clearly suggested, not by SAT, but by other scholars and by general belief, 
that there is a diff erence in the level of experienced suspense between fi lm genres. 
Suspense has mostly been associated with action-oriented genres, like thrillers, 
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crime, action, and adventure, in both written narratives and fi lm (e.g., Oliver & 
Bartsch, 2010; Skillman, 2000). Th ese genres are virtually believed synonyms to 
suspense. 

Th ere are, however, scholars and narrative fi ction writers that have argued 
for the existence of suspense in traditional character-oriented genres too, and by 
character-oriented I mean genres like romance and/or drama (e.g., Neale, 2000). It 
is illustrative for the occurrence of suspense in romance that a whole new sub-genre 
of romantic suspense (e.g., Sheehan, 2014) has been identifi ed. Even the writers of 
romantic suspense tend to relate the scenes of suspense only to the expectation of 
a negative event (e.g., the lovers, or one of them may face some sort of danger); 
however there is acknowledgment of suspense initiated by the expectation of a 
positive event (e.g., Brewer, 1996), which is actually quite common in romance 
(e.g., the expectation of a kiss). Th e discourse structure of a romantic suspense 
scene seems to be similar to that of an action suspense scene, only the type of 
events are diff erent: there is an Initiating Event leading to the expectation of a kiss, 
not of a murder, for example. 

Despite the evidence that there is suspense in character-oriented narratives 
(Neale, 2000), there is a general belief that the level of suspense is higher in intensity 
in an action-oriented suspense scene than in a character-oriented suspense scene, 
(e.g., Vorderer, Wulff , & Friedrichsen, 1996; Th ompson, 1988; Porter, 1981), 
because typical suspense genres derive narrative interest from action rather than 
character development (e.g., Tan, 1995). In action and crime drama, the plot is a 
series of concrete (rather than psychological, symbolic, or otherwise) obstacles 
to be overcome by the protagonist: the protagonist must preserve his life, must 
save someone’s life, or must catch a villain. Climactic scenes feature outcomes 
immediately decisive for the life and death of the protagonist, and it is these that 
are typically considered suspense scenes. In contrast, in character-oriented fi lms, 
the protagonists have to overcome rather psychological or symbolic obstacles, for 
example they must learn a life lesson, improve their personality traits, or gain love. 
In both experimental studies presented in this chapter, I will for the fi rst time 
compare action-oriented suspense scenes with character-oriented suspense scenes 
as to both the level of suspense they evoke, and to the way Outcome Delay aff ects 
suspense. 
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When it comes to the impact Film Genre may have on the Outcome Delay eff ect on 
suspense, I expect to fi nd that Outcome Delay is a determinant factor of suspense 
regardless of genre, as SAT would want it. I do anticipate though diff erences 
between fi lm genres in the way the eff ect of Outcome Delay on suspense works. 
Th ere are two possible ways in which these genre-based diff erences might function: 
1) suspense grows steeper as a function of Outcome Delay in the action-oriented 
genres, which are considered to be the typical genres of suspense, than in the 
character-oriented genres; or the other way around, 2) suspense grows steeper as 
a function of Outcome Delay in the character-oriented genres. It could be argued 
that the fi rst option is likely to be true, because action-oriented suspense scenes 
feature high value Outcome Events (e.g., a murder). However, the second option 
is as probable, due to a ceiling eff ect. In action-oriented suspense scenes, suspense 
level immediately aft er the Initiating Event is probably higher than in character-
oriented suspense scenes (also immediately aft er the Initiating Event), because 
of the relatively high value of the Outcome Event in the action-oriented scenes. 
Sustained Outcome Delay may not add much more intensity to the experience 
of suspense that is already close to its ceiling. In the case of less suspenseful 
events, like the events specifi c to character-oriented genres (e.g., the protagonists 
may kiss), Outcome Delay can truly make a diff erence, and increase the level of 
suspense; the increase in suspense due to Outcome Delay may be much steeper 
than in the case of action-oriented genres. In this chapter I will explore whether 
there are diff erences between fi lm genres in the way Outcome Delay infl uences 
suspense, and investigate the nature of these diff erences. 

In sum, there are three main points of SAT that I would like to address in 
this chapter: 1) re-confi rm that Outcome Delay increases suspense; 2) challenge 
the unlimited increase of suspense with delay, and identify the level of Outcome 
Delay where the increase in suspense stops; and 3) compare action-oriented genre 
with character-oriented genre in level of suspense, and in the way Outcome Delay 
aff ects suspense. 

SAT AND EXTANT RESEARCH ON SUSPENSE
Most of the research on suspense so far focused on determinants of suspense related 
to Outcome Value, meaning any factors that may contribute to a higher relevance 
or value of the Outcome Event, like: character likeability, outcome desirability/
undesirability, and likelihood that the expected event will actually take place 
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(Comisky & Bryant, 1982; Zillmann, 1996; Brewer & Lichtenstein, 1982; Brewer 
& Ohtsuka, 1988; Gerrig & Bernardo, 1994; Moyer-Guse, 2008; Tan & Diteweg, 
1996; Bezdek, 2012). What these studies revealed is that suspense is higher: when 
the character aff ected by the events is much liked (e.g., Zillmann, 1991; Zillmann, 
1996; Comisky & Bryant, 1982), and when there is a 99% likelihood that something 
bad will happen to the protagonist as outcome (e.g., Bryant, Rockwell, & Owens, 
1994; Zillmann, 1996; Zillmann, 1980; Vorderer, 1996). 

In contrast, not much, and inconclusive research has been done on eff ects 
of Outcome Delay on suspense, as a main determinant of suspense. Most of the 
research showed that suspense or stress increases as linear function of Outcome 
Delay. Nomikos and his colleagues (Nomikos, Opton, Averill, & Lazarus, 1968) had 
manipulated a video about milling accidents in two versions (short vs. long delay), 
and showed that the longer version led to more intense stress reactions (measured 
by heart rate and skin conductance). However, in their study they only compared 
two levels of delay. Th erefore, it is diffi  cult to draw any conclusion regarding the 
linearity of the Outcome Delay eff ect on suspense based on their fi ndings. Kassler 
(1996) also found that longer suspense scenes led to more suspense, but his design 
was non-experimental, because the scenes he compared belonged to diff erent 
fi lms, and therefore they diff ered in many aspects, not just length. Th e addition of 
confounding variables make Kassler’s analysis diffi  cult to interpret. 

Interestingly, Breznitz (1967) conducted a study in which he let the participants 
know they would suff er an electric shock at the end of either 3, 6, or 12 minutes. 
Th ere was a signifi cant linear contrast in heart rate and skin conductance between 
the three delays, with an increase in stress reaction as a function of delay. However, 
this study was particular in at least two aspects, and these particularities may be the 
reasons why there was a linear trend of Outcome Delay on tension: 1) the outcome 
was physical pain infl icted on the participant directly, not a narrative event; 2) the 
participants had to count down towards the outcome, so their awareness of the 
approaching outcome was kept alive in spite of the very long delay. 

Th e studies on delay that best capture the real experience with narrative fi lm, 
and that investigate various levels of delay are the studies conducted by Minet de 
Wied (1991). De Wied’s studies try to identify how delay, or anticipation duration, as 
she calls the amount of time between the Initiating Event and the Outcome Event, 
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aff ects suspense in fi lm (1991). However, she has not obtained a clear pattern of 
suspense based on Outcome Delay in her studies. She found a signifi cant quadratic 
trend in one of her seven experimental studies, showing that as a function of 
Outcome Delay suspense fi rst increased, then decreased. Th is observation suggests 
an overall inverted U-shape trend, but the eff ects are quite weak. Even if this study 
suggests that Outcome Delay has its limits as determinant factor of suspense, other 
experimental studies, conducted by de Wied (1991) as part of her dissertation, 
revealed linearly increasing trends of suspense as a function of Outcome Delay only. 
Taken together, all studies referred to above attest to a linear increase of suspense 
with Outcome Delay, and do not show clear evidence of decrease with sustained 
Outcome Delay, despite large steps of delay having been implemented. Th e present 
studies test the reasonable expectation that there must be a limit, which is suspense 
cannot just continue to increase linearly with increases in Outcome Delay. 

STUDIES

PILOT STUDY
To determine which video materials to use for my fi rst study, I ran a pilot study 
that included both an action-oriented video and a character-oriented video. In the 
pilot study, I aimed to identify two scenes (one from an action-oriented genre, and 
one from a character-oriented genre) with high suspense levels that were easy to 
manipulate in terms of Outcome Delay. I also tried to identify the best and most 
eff ective way of implementing Outcome Delay through video editing, and the best 
location in the suspense scene where to implement delay through added video 
materials. Two levels of Outcome Delay were implemented in four diff erent fi lm 
suspense scenes (2 action-oriented, 2 character-oriented). Outcome Delay was 
implemented in diff erent ways, and at diff erent locations of the original suspense 
scenes (closer to the Initiating Event, or closer to the Outcome Event). For the 
sake of isolating eff ects of Outcome Delay, I also independently varied the value 
of the Outcome Event for each of the fi lm scenes, by off ering two slightly diff erent 
versions of background information for each suspense scene.

Sample and Design
Participants in the pilot study were recruited either 1) from the University of 
Amsterdam’s survey pool, or 2) through ads placed on social media or distributed 
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through fl yers. 124 participants (86 females) took part in the study. Ages ranged 
between 18 and 31 (M = 23, SD = 3.41). Th e participants received course credits 
or an amount of money for their participation, and signed for informed consent. 
Two Outcome Value conditions were crossed with two Outcome Delay conditions 
resulting in four groups. Four diff erent fi lm scenes (two action-oriented genres and 
two character-oriented genres) were viewed by each participant. Th e experiment 
had a 2 (Outcome Value) X 2 (Outcome Delay) between-subjects X 4 (Film) 
within-subjects factorial design.  

Materials
Th e fi lm scenes used as materials were short scenes extracted from existing feature 
fi lms. Two fi lms were action-driven, namely a supernatural horror – Th e Ring 
I (MacDonald, Parks, & Verbinski, 2002), and a French thriller – 13 Tzameti 
(Babluani, Legrand, Saadi, & Babluani, 2005). Th e other two fi lms were character-
oriented: a classic romance – Pride and Prejudice (Bevan, Fellner, Webster, & 
Wright, 2005), and an Italian Art House romance – Ten Winters (Bessi, Bruscolini, 
& Mieli, 2009). From each fi lm, a suspense scene was selected for manipulation, 
considering its climactic emotion potential: e.g., the moment of tension before a 
potential kiss between the protagonist and his beloved one in Pride and Prejudice. 
Th e duration of the scenes ranged from 3 minutes and a half (13 Tzameti) and 6 
minutes (Pride and Prejudice). Tables 1 and 2 provide details. 

Independent variables
Outcome Delay
From each suspense scene two versions were made through video editing, either 
by introducing more details between Initiating Event and Outcome Event for a 
Long Outcome Delay version, or by deleting some details for a Short Outcome 
Delay. Th e delay  was not implemented in the same way or in the same location of 
the suspense delay was not implemented in the same way, or in the same location 
of the suspense scene. Table 2 gives details on the diff erences between Long and 
Short Outcome Delay versions for each scene.
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Table 1. Pilot Study Outcome Value Manipulation Texts per Condition 
Pride and 
Prejudice

High Outcome Value: Mr. D’Arcy loves Elizabeth and Elizabeth loves Mr. D’Arcy as well, 
but she is too proud to admit it, struggling with a psychological confl ict – this should 
increase the desirability and the likelihood that the protagonists will kiss when he
proposes her and gets physically close to her;

Low Outcome Value: Mr. D’Arcy loves Elizabeth but Elizabeth really despises him for she 
fi nds him arrogant and disrespectful with her family based on his superior status in the 18th 
century England: this should decrease the desirability and likelihood that they will kiss.   

Th e Ring I High Outcome Value: we know for sure that the protagonist had watched a tape which may 
cause her death – something strange may come out of the TV and kill her – this information 
increases the likelihood that she will get killed;

Low Outcome Value: we know for sure that Katie is joking when saying that she had 
watched that tape – this decreases the possibility that she will get killed in the clip.

13 
Tzameti

High Outcome Value: we know that the crazy situation the protagonist got caught into 
is real and that the bullets involved in the Russian roulette he must play are real–this 
information should increase the likelihood that he protagonist will get killed and increase 
the desirability for him to get saved;

Low Outcome Value: we know that the crazy situation the protagonist got caught into is just 
an experiment and the bullets are not real, even if the protagonist doesn’t know that – this 
should decrease the likelihood of him to get killed and should decrease the desirability to get 
him saved.

Ten 
Winters

High Outcome Value: we know that Camilla likes Marco and that he is truly in love with 
her but very shy, therefore he is hesitating in approaching her each time they meet – the 
desirability of having them talking to each other should be increased;

Low Outcome Value: we know that Camilla likes Marco and that he is just a fl irty guy with 
no serious intentions, he is fl irting with every girl, not only with her – the desirability of 
having them talk to each other should be decreased.
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Table 2. Outcome Delay Manipulations for the 4 Films (Pilot Study)
MOVIE SUSPENSE SCENE OUTCOME DELAY MANIPULATIONS BY MEANS 

OF RE-EDITING

Pride and 
Prejudice
(4 min, 10 s)

IE: aft er a conversation full of 
tension between Elizabeth and 
Mr. D’Arcy’s, they stop talking 
and just look in each other’s 
eyes in silence; it rains and 
rain is the only sound which 
can be heard;

Expected OE: they will kiss 
(positive OE);

Long delay condition: extra shots with Mr. D’Arcy and 
Elizabeth looking in each other’s eyes in silence and 
progressively getting close to each other should delay the 
OE (4 min and 15 seconds long – it has 4 shots more (18 
seconds more) than the short delay clip) – delay is placed 
in the end of the suspense scene, right before the OE – 
longer than the original;

Short delay condition: the OE occurs much sooner (Mr. 
D’Arcy leaving without kissing Elizabeth) without the 
exchange of glances: it is shorter than the original (3 min 
and 57 sec long);

Th e Ring I 
(6 min, 17 s)

IE: Katie and Becca, two 
teen-ager friends, were having 
a scary conversation about 
a video tape – if somebody 
watches this tape, he/she will 
get killed by something com-
ing out of the TV. At the IE 
the TV turns on by itself while 
Katie is left  alone in the room;

Expected OE: something may 
come out of the TV and kill 
the Katie (negative OE);

Long delay condition: the TV set turns on by itself twice, 
making it more clear that something strange is happen-
ing, Katie is in danger and that it’s not Becca playing a 
trick on her (6 min and 13 seconds long – it has 4 shots 
more (25 seconds more) than the short delay clip) – delay 
is placed in the beginning of the suspense scene, right 
aft er the IE – this is the original;

Short delay condition: the TV turning on by itself only 
once – this is shorter than the original (5 min and 48 
seconds long);

13 Tzameti
(3 min, 20 s)

IE: a Russian roulette game 
is about to start and the char-
acters point the guns at each 
other’s heads (the rule says 
that they
must shoot when a bulb 
lightens up);

Expected OE: they will shoot 
and some may die, including 
the protagonist (negative OE);

Long delay condition: three repetitions of the shots with 
a bulb expected to light up followed by the terrifi ed faces 
of the participants in a Russian roulette game waiting to 
shoot are progressively turned into slow motion – this 
should delay the OE ( 3 min and 25 seconds long – no 
extra shots from the low suspense clip (10 more seconds 
due to slow motion)) – the delay is placed in the end of 
the suspense scene, right before the OE – longer than the 
original;

Short delay condition: the same shots progressively 
turned into fast motion should have an eff ect opposite 
to outcome delay, shortening the delay ( 3 min and 15 
seconds long) – the original; 

Ten Winters
(3 min, 38 s)

IE: Camilla and Marco who 
are interested in each other 
meet in the market place. At 
the IE Camilla starts walking 
towards Marco;

Expected OE: they will start a 
conversation (positive OE).

Long delay condition: four added repeated shots of 
Camilla walking towards Marco in the market place and 
of him watching her with interest should delay OE (3 
min and 36 seconds long – it has 4 more shots (4 more 
seconds) than the short delay clip) – delay is introduced 
in the end of the suspense scene, right before the OE – 
longer than the original;

Short delay condition: the lack of these repeated shots, 
leave only two shots: she is walking towards him, he is 
leaving. Th is manipulation decreases delay (3 min and 40 
seconds long) – the original version.
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To safeguard the results’ external validity, a requirement to manipulations was 
that the scenes, which were all taken from regular fi lms, would still look natural 
aft er the editing. Th e decision of keeping the original either in the long or in the 
short delay version depended on whether the scene could, or could not bear that 
materials were added, or taken away and still look natural.

Outcome Value 
Outcome Value was varied through plot-related information provided to 
participants before viewing each suspense scene. For each suspense scene two 
diff erent background texts were written; they diff ered based on a combination of 
three sub-factors: protagonist likeability, outcome likelihood, outcome desirability. 
Table 1 presents a detailed overview of Outcome Value manipulations.

Procedure
Testing took place in groups. Each viewing session was randomly assigned to 
one of the four resulting manipulation conditions (Outcome Delay/Outcome 
Value). Once they arrived in the classrooms, participants read the Outcome 
Value manipulation text for the fi rst movie, watched the clip, and fi lled in the 
corresponding questionnaire. Th e procedure was repeated for all the other three 
clips. In the end they were debriefed and paid. Sessions typically lasted 90 minutes. 

Measures
All measures involved Likert-type scales ranging from 0 (‘not at all’) to 6 (‘very 
much’). One item was presented aft er each scene, probing the level of suspense 
participants experienced right aft er the IE (‘I felt suspense when the TV turned on 
by itself ’, M = 3.98, SD = 1.46 – Th e Ring I). As control variables, familiarity with 
the fi lms used as materials (‘Have you seen this movie before?’) gender and age were 
included in the questionnaire.

RESULTS
Outcome Delay
To test the Outcome Delay hypothesis, a repeated measures ANOVA was conducted 
with experienced suspense as the dependent variable and Outcome Delay (longer 
vs. shorter) and Outcome Value (higher vs. lower) as between-subjects factors. 
Film was a within-subjects factor, while gender and two dummy variables for fi lm 
order were taken into the analysis as covariates. 
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As expected, the manipulations of Outcome Delay did have a signifi cant main 
eff ect on experienced suspense (F (1,117) = 5.85, p < .05, partial η2 = .05). Higher 
suspense was experienced in the High than in the Low delay condition (High: M 
= 4.27, SD = 1.31; Low: M = 3.98; SD = 1.47).

Film Genre
Data also revealed a signifi cant main eff ect of the fi lm materials on experienced 
suspense (F (3,351) = 25.95, p < .001, partial η2= .18). Th is means that there are 
signifi cant diff erences in the level of experienced suspense among the four scenes 
that belong to diff erent genres, and the diff erences are as expected (Table 3). I found 
a signifi cant linear contrast between the levels of suspense elicited by the four fi lms (F 
(1,117) = 17.93, p < .001, partial η2 = .13). Th e highest level of suspense was associated 
with the thriller 13 Tzameti, followed by the supernatural horror Th e Ring I, the 
classic romance Pride and Prejudice and fi nally the art house romance Ten Winters.

A signifi cant interaction eff ect between Outcome Delay manipulations and 
fi lm materials on experienced suspense was found (F (3, 351) = 6.2, p < .001, partial 
η2= .05). Outcome Delay did aff ect experienced suspense in response to both 
romances: Pride and Prejudice (F (1,123) = 15.55, p <= .001, Partial η2= .12) and 
Ten Winters (F (1,123) = 4.29, p = .04, partial η2= .03). Participants experienced 
higher suspense when watching the High Outcome Delay versions. Nonetheless, 
there was no eff ect of Outcome Delay on experienced suspense in the scenes from 
action-oriented fi lms: Th e Ring I and 13 Tzameti. Th ere was no main eff ect of 
Outcome Value on suspense (F (1,117) = 1.07, ns, partial η2 = .01). No eff ect of the 
interaction between Outcome Delay and Outcome Value on experienced suspense 
was found (F (1,117) = .003, ns, partial η2 < = .001).

Table 3. Experienced Suspense for Each Film (Pilot Study) 
FILM SUSPENSE

M SD
13 4.67 1.06
Ring  4.33 1.27
PP 3.84 1.46
10 Winters 3.09 1.5

Note. PP = Pride and Prejudice; Ring =Th e Ring I; 13 =13 Tzameti; 10 Winters = Ten Winters.
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DISCUSSION
Th e pilot study revealed levels of experienced suspense well above minimum values 
for all fi lms. Even when viewing character-oriented fi lms, in which Outcome 
Events were less articulated, and the anticipation of positive events was created, 
participants reported quite high levels of suspense, indicating that the involved 
materials represented typical suspense scenes. As expected, the two action-
oriented scenes were found to produce higher levels of experienced suspense than 
the two character-oriented ones (See Table 3). 

 On the one hand, the data revealed that Outcome Delay signifi cantly 
infl uenced experienced suspense across diff erent Outcome Value variations; on 
the other, eff ects of Outcome Delay were limited to two fi lms: the character-
oriented ones (Pride and Prejudice and Ten Winters). Th at eff ects of Outcome Delay 
increased experienced suspense in response to character-oriented fi lms more than 
in response to action-oriented fi lms was not unexpected. I can explain it with a 
ceiling eff ect in mind in the case of the action-oriented fi lms. Th e Outcome Value 
in these fi lms was that high, that suspense was already high even at short levels 
of Outcome Delay. Th at suspense did not increase at all with Outcome Delay in 
the case of action-oriented fi lms was unexpected. In de Wied’s studies, Outcome 
Delay was found to increase experienced suspense in action-oriented genres (de 
Wied, 1991). 

Th ere is an alternative explanation for the discrepancy between action and 
character-oriented fi lms that could also explain the lack of Outcome Delay eff ect on 
suspense in the case of action-oriented scenes: Outcome Delay was implemented 
in the same way and in the same location in both character-oriented fi lms – at the 
climax (right when the Outcome Event is expected to be revealed), and through 
repetitions of shots added to the original (in the case of a kiss – the couple of 
screenshots: boy’s face/girl’s face can be repeated several times before the kiss). In 
contrast, the action-oriented fi lms had delay implemented either in a diff erent way, 
or in a diff erent location than the character-oriented fi lms: 13 Tzameti had it at 
the climax, but through slow motion. Th e Ring I had delay implemented through 
repetitions of shots, but right aft er the Initiating Event, not at the climax. Slow 
motion as technique of increasing Outcome Delay brought a quite subtle change 
in the aspect of the fi lm scene, and it may actually be that viewers cannot perceive 
a diff erence between the normal fi lm scene and the one in slow motion, and 
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therefore, I may not be able to capture suspense diff erences through self-report. 
When it comes to Outcome Delay location, it is not unexpected that Outcome 
Delay implemented at the climax is the most successful in increasing suspense. At 
the climax the tension is higher, as the immediacy of the Outcome Event is more 
intensely felt. Th erefore, Outcome Delay implemented as insertion of shots right 
aft er the Initiating Event is less impactful than as insertion at the climax, where the 
tension and the impatience are already quite high. 

I fi nd as plausible the explanation that Outcome Delay may increase 
experienced suspense in fi lm if it is implemented at the climax, especially through 
repetitions of shots. Th is method of Outcome Delay implementation will be 
applied in my subsequent experiments for both action-oriented and character-
oriented fi lms.

STUDY 1
My fi rst main study tested the eff ect of Outcome Delay on suspense for the two 
genres: action-oriented and character-oriented, using the materials selected 
following the pilot study. In this study I varied Outcome Delay by no less than 
a factor fi ve, hypothesizing that Outcome Delay would increase experienced 
suspense, but to some maximum (H1). Intuitively, I consider the possibility that 
increasing Outcome Delay for too long could bring irritation and even loss of 
interest, harming experienced suspense. I expect that with increasing Outcome 
Delay at some value, the increase in suspense will end. Th e clearest pattern of 
results conforming to this expectation is an inverted-U shaped quadratic trend 
in suspense for increasing Outcome Delay, an increase ending in a fl exing 
point where increase is followed by decrease. In addition, the study also probes 
diff erences between genres. Based on previous research on suspense and narrative 
genre (e.g., Vorderer, Wulff , & Friedrichsen, 1996), my second hypothesis was that 
the level of suspense would be signifi cantly higher in the action-oriented fi lm than 
in the character-oriented fi lm (H2). 

Participants and Design
160 participants (108 women) took part in the experiment, and they included 
students, alumni of the University of Amsterdam, and friends and relatives of the 
experimenter. Students received course credits in return of their participation. 
Average age was 22.08 (SD = 4.73), with a minimum of 16 and a maximum 
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of 59. Th e study had a 5 (Outcome Delay) X 2 (Film Genre) between-subjects 
experimental design. 

Materials
Two suspense scenes from Study 2 were retained in this study, one from an action-
oriented fi lm, 13 Tzameti (Babluani, Legrand, Saadi, & Babluani, 2005), and the 
other from a character-oriented fi lm, Pride and Prejudice (Bevan, Fellner, Webster, 
& Wright, 2005).

Independent Variables
Outcome Delay
Both scenes used in this study were modifi ed through video editing to obtain fi ve 
degrees of Outcome Delay. Th e editing technique used was repetition of shots 
right at the climax. Th e lowest degree of Outcome Delay had the Outcome Event 
revealed immediately aft er the Initiating Event (Figure 1 represents the intervals 
between Initiating Event and Outcome Event for both fi lms), while in the highest 
degree versions of the two scenes a number of shots in between the Initiating Event 
and the Outcome Event were repeated fi ve times: e.g., in Pride and Prejudice, the 
couple of shots – man close-up/ woman close-up – before the expected kiss were 
repeated fi ve times (Figure 1). 

Film Genre 
Film Genre had two values: action-oriented and character-oriented.

a.
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Figure 1. Interval between the Initiating Event and the Outcome Event for: a) Character-oriented 
fi lm; b) Action-oriented fi lm (Study 1). 

Procedure
Th e procedure was identical to that of the pilot study, except that participants only 
watched one scene, and did not receive any scene-related information prior to the 
viewing. Immediately aft er the viewing, they fi lled in a questionnaire.

Measures
All measures involved Likert-type scales ranging from 0 (‘not at all’) to 6 (‘very 
much’). Th ree items were used for measuring experienced suspense, which were 
developed following interviews with 12 Dutch students aft er watching suspense 
scenes from various fi lms. Th e items reproduce formulations oft en used to refer to 
their experience of suspense. Th ey tap into the theoretical components of tension 
and impatience associated with suspense (Ortony, Clore, & Collins, 1988; Tan & 
Diteweg, 1996). Th e items were adapted to each of the two scenes so as to match 
the Outcome Event. As example, for 13 Tzameti the items were: ‘ I held my breath 
while waiting to see what happens when the light turns on’, ‘ I felt impatient to � nd 
out what happens when the bulb lights up’, ‘ I was on the edge of my seat while 
waiting for the bulb to light up’, Cronbach’s α = .75, M = 4.44, SD = 1.11). For Pride 
and Prejudice the items sounded like: ‘I held my breath waiting to see whether they 
will kiss or not’, α = .75, M = 2.93, SD = 1.26. Th e questionnaire also included 
control variable measures: age, gender, and familiarity with the fi lm. 
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RESULTS
An overview of experienced suspense scores for the Outcome Delay and Film 
Genre conditions can be found in Table 4. It can be seen that in all conditions 
a considerable level of suspense was experienced. Th e lowest score in the least 
prototypical suspense scene condition is 2.37 on a scale from 1 to 6.

To test the Outcome Delay hypothesis, a two-way ANOVA was run with Film 
Genre and Outcome Delay as independent variables and experienced suspense 
as dependent variable. Gender, age and familiarity with the fi lm were taken into 
the analysis as covariates. Th e results showed, as expected, a signifi cant main 
eff ect of Film Genre, F (1,147) = 44.36, p<= .001, partial η2 = .23. Participants 
who had watched the suspense scene from the action-oriented fi lm reported to 
have experienced signifi cantly higher suspense (M = 4.44, SD = 1.11) than those 
who had watched the character-oriented fi lm (M = 2.93, SD = 1.26). I didn’t fi nd 
a signifi cant main eff ect of Outcome Delay on experienced suspense. However, 
a signifi cant linear contrast was observed across the levels of Outcome Delay in 
experienced suspense, F (1,147) = 5.75, p < .05, partial η2 = .04. Th e linear trend 
can be seen in Figure 2a and in Table 4. Th us, experienced suspense was found 
to increase linearly from the shortest to the longest Outcome Delay condition. 
Counter to expectations, I did not fi nd any signifi cant quadratic contrast in 
suspense as a function of Outcome Delay (p >.05).

In an attempt to explore diff erent trends in the eff ect of Outcome Delay on 
experienced suspense based on genre, I looked at the data for each fi lm separately. 
Separate ANOVAs were run for each fi lm in part. In the analysis of the character–
oriented scene, a signifi cant linear contrast was found across the fi ve levels 
of Outcome Delay, F (1, 72) = 6.01, p = .017, partial η2 = .08. Th is means that 
experienced suspense increases linearly from the lowest degree of Outcome Delay 
version to highest (see the Figure 2b and Table 4). Th e linear trend does not occur 
in the case of the action-oriented fi lm (See Figure 2c and Table 4). In the case of 
the action-oriented fi lm, suspense oscillates steadily along the fi ve delay versions.  
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Table 4. Mean Suspense Ratings as a function of Outcome Delay and Film Genre (with 
Standard Deviations in Parentheses) – Study 1

OUTCOME DELAY
Film Genre Delay-- Delay- Delay Delay+ Delay++
Character-oriented 2.37

(.89)
2.77

(1.69)
3.0

(1.23)
3.29
(1.2)

3.25
(1.1)

Action-oriented 4.25
(1.11)

4.54
(1.23)

4.27
(.94)

4.37
(1.36)

4.75
(.92)

Total 3.31
(1.37)

3.66
(1.71)

3.62
(1.26)

3.83
(1.38)

4.00
(1.26)

Note. Delay-- (1 X climax shots), Delay- (2 X climax shots), Delay (3 X climax shots), Delay+ (4 X climax 
shots) and Delay++ (5 X climax shots) correspond to the manipulation conditions of Outcome Delay. 
Suspense was rated on a 7-point scale.

a. 

b.
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c. 

Figure 2. Suspense as function of Outcome Delay for: a) the entire dataset; b) the character-
oriented fi lm; c) the action-oriented fi lm (Study 1). 

Note. Th e numbers on the X-axis (1, 2, 3, 4,5) represent the fi ve Outcome Delay manipulation conditions. 
For each condition: the number of climax shots occurrences = the number on the X-axis. Gender, age, and 
familiarity with the fi lm were used as covariates.

DISCUSSION
Once again, the data showed that suspense is experienced in a character-oriented 
fi lm, just as well as in an action-oriented fi lm, with signifi cantly higher levels of 
suspense in the action-oriented fi lm than in the character-oriented fi lm. Study 1 
confi rms also that Outcome Delay increases experienced suspense. Experienced 
suspense tends to increase with degree of Outcome Delay when the two scenes 
are jointly considered. However, this relation was much clearer for the character-
oriented, than for the action-oriented scene (See Table 4 and Figures 2b and 2c). 
I therefore did notice diff erences in the way Outcome Delay aff ects suspense 
between the two fi lms of diff erent genres. 

I could not fi nd any signifi cant quadratic contrast of suspense as a function 
of Outcome Delay, as I was expecting, therefore my fi rst study did not support H1 
that there is a limit to the extent to which Outcome Delay can increase suspense. In 
the character-oriented fi lm, there was a signifi cant linear increase in experienced 
suspense due to Outcome Delay, suggesting that suspense does increase with 
Outcome Delay, as expected. 

In the action-oriented scene, suspense does not grow as a function of 
Outcome Delay, counter to expectation. A ceiling eff ect may be the possible 
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explanation. Th e level of suspense was quite high at the shortest level of delay, and 
that may be reason why delay could not bring any signifi cant increase in suspense 
further on. Th is fi nding suggests that Outcome Delay may be most eff ective as 
factor of suspense with less typical suspense scenes and with story events that 
are themselves less suspenseful because these orientations of suspense allow for 
suspense to increase.

Despite my fi nding that action-oriented genres lead to more suspense than 
character-oriented genres, which is certainly the more common belief, it can be 
argued that it is not the genre that brings a diff erence in the level of suspense, 
but the valence of the Outcome Event. Th e action-oriented suspense scenes 
usually used in research create the expectation of a negative Outcome Event 
(e.g., protagonist will get killed), while the so-called romantic suspense scenes 
usually bring the expectation of a positive Outcome Event (e.g., the protagonists 
will fi nally kiss). But action-oriented fi lms may also contain suspense scenes 
leading to the expectations of a desirable event (e.g., punishment of a villain, or 
the protagonist gaining resources), whereas character-oriented scenes can create 
the expectation of a negative outcome (e.g., protagonists would break up). Th e 
notion that it is genre rather than event value that determines level of suspense 
may be due to a correlation between the two that can easily be observed: the most 
climactic suspense scenes in action movies revolve around a favored protagonist 
in peril, whereas climactic scenes in romance dramas feature a couple about to 
declare love to each other. However this may be, to make sure that genre category 
is what brings diff erences in the level of experienced suspense, and not simply 
outcome valence, it is important to control for variations in outcome valence 
when comparing character-oriented suspense scenes to action-oriented suspense 
scenes. In the second experimental study of this chapter, I will keep outcome 
valence constant across fi lm genres, and check whether there are still diff erences 
in the level of suspense between genres.

STUDY 2
To get a clearer picture of how Outcome Delay aff ects suspense, and to obtain more 
generalizable fi ndings, I ran a second, more powerful study, in which I used more 
fi lms of both genres as materials. Four levels of Outcome Delay were compared 
in Study 2, but the step between two consecutive levels was higher than the step 
manipulated in study 1, to the extent that the longest delay exceeded the one of 
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Study 1. Th is enabled me to investigate how suspense reacts to more extreme 
levels of Outcome Delay. It was hypothesized again that Outcome Delay would 
increase experienced suspense, but to a certain maximum, aft er which suspense 
would decrease (H1). To exclude confounding of Film Genre with Outcome Value 
eff ects, I only picked suspense scenes that brought the expectation of a positive 
Outcome Event in both genre categories. 

 Six fi lm clips were used as materials (3 character-oriented and 3 action-
oriented), and all of them inducing an expectation of positive Outcome Events. 
Positive Outcome Events rather than negative ones were opted for, because there 
hasn’t been much research on this type of suspense scenes, as all the previous 
empirical studies dealt with determinants of suspense in scenes leading to the 
expectation of negative Outcome Events (Comisky & Bryant, 1982; Zillmann, Hay, 
& Bryant, 1975; Brewer & Lichtenstein, 1982; Brewer & Ohtsuka, 1988; Gerrig & 
Bernardo, 1994). 

Zillmann (1991; 1994) pinpointed that the more likely it was that a negative 
event would happen to the protagonist, the more suspense would be experienced. 
What if the reason why suspense is higher in action-oriented genres than in 
character-oriented genres is because typically the suspense scenes in in an action-
oriented fi lms are built around the expectation of negative Outcome Events, while 
the suspense scenes in character-oriented genres are typically built around the 
expectation of positive Outcome Events? To test whether the level of suspense 
is still higher in a genre atypical action-oriented scene than in a genre typical 
character-oriented scene, the atypical positive outcome action-oriented scenes 
were compared with typical positive outcome character-oriented scenes. In the 
design of my second study I kept Outcome Valence constant and positive for two 
contrasting genre categories, and I hypothesized that when outcome valence is 
constant, the diff erence in suspense based on Film Genre disappears (H2).  

Participants and Design
I had 188 (149 women) participants, mostly comprised of students of the 
University of Amsterdam, who participated for research credits. Th e average age 
was 21 (SD = 3.26), with a minimum of 16 and a maximum of 59. Th e study had 
a 4 (Outcome Delay) X 2 (Film Genre: action-oriented vs. character-oriented) 
between-subjects experimental design. Th e participants in each condition 
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watched three diff erent fi lm styles of the same fi lm genre, and the same Outcome 
Delay level in randomized order. 

Materials
Film
Six suspense scenes with positive Outcome Event were used as materials in this 
study: three action-oriented fi lm scenes extracted from already existing feature 
fi lms – Th e Girl with Dragon Tattoo (Chaffi  n, Rudin, Staermose, Sondberg, & 
Fincher, 2011), Cutter’s Way (Gurian & Passer, 1981), and For a Fistful of Dollars 
(Colombo, Papi, & Leone, 1964) –  and three character-oriented fi lm scenes – Pride 
and Prejudice (Bevan, Fellner, Webster, & Wright, 2005), Silver Lining Playbook 
(Cohen, Gigliotti, Gordon, & Russell, 2012) and the TV series Lost, episode 8 of 
the fi rst season (Caplan & Gates, 2004). Th e scene from Pride and Prejudice was 
the same with the one used in Study 1. 

All the action-oriented scenes led to the punishment of a villain: a serial 
killer gets chased by the female positive character who explicitly intends to kill 
him, but he ends up dying in an explosion (‘� e Girl With Dragoon Tattoo’), a 
rich man who had murdered a young girl, but who cannot be put to jail due to a 
corrupted system, ends up facing the gun of the main protagonist (‘Cutter’s Way’), 
the villain in a typical Western story is being stopped by the hero from hanging 
an innocent man, and then gets shot in a duel (‘A Fistful of Dollars’). All of the 
above mentioned scenes portray a typical action-oriented level of violence, but the 
expected Outcome Events are positive and desirable. 

Th e character-oriented scenes portray as expected Outcome Events, kisses 
between the protagonists (in all the stories it is the fi rst kiss – usually the most 
awaited for and the most desirable of the whole fi lm). Th e selected scenes were 2 
to 4 minute-long. 

Introductory text
Each fi lm was preceded by a short text that provided some background information 
to the short scene: 1) who the hero was; 2) who the villain was; 3) the motivations 
of each character. However, no suggestions were given regarding the outcome of 
the fi lm. 
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Independent Variables
Outcome Delay
All six scenes were modifi ed through video editing to obtain four degrees of 
Outcome Delay. Th e editing technique used was repetitions of shots right at the 
climax, meaning before the Outcome Event. Th e shortest Outcome Delay had the 
Outcome Event revealed immediately aft er the Initiating Event (in all fi lms this 
involved one couple of the screenshots: villain’s face/hero’s face or girl’s face/boy’s 
face, before the Outcome Event was revealed). Each next step of delay involved 
four additional screenshots to the previous ones (two couples of the screenshots 
villain’s face/hero’s face; girl’s face/boy’s face). Th e longest level of Outcome Delay 
(level 4) contained 7 of the above mentioned couple of screenshots (14 screenshots 
between the Initiating Event and the Outcome Event), and a length between the 
Initiating Event and the Outcome Event of 36 seconds in the case of the character-
oriented fi lms, and 44 seconds in the case of the action-oriented fi lms (see Figure 
3). It is important to mention that the duration of time between the Initiating 
Event and the Outcome Event reported above represents averages of the longest 
Outcome Delay lengths in all three action-oriented fi lm scenes, respectively all 
three character-oriented fi lm scenes. Th e limits of Outcome Delay are pushed 
even further in this study than in study 1, when the longest level of Outcome 
Delay (level 5) contained 5 repetitions of the main pair of screenshots before the 
Outcome Event was revealed (10 screenshots). For a clear idea of the Outcome 
Delay lengths for each condition and for each genre in part in Study 1, see Figure 
1. Only the Pride and Prejudice scene was used in both studies, and it is the only 
scene for which I can compare the length of the longest Outcome Delay in study 1 
(30 seconds) to the length of the longest Outcome Delay in Study 2 (33 seconds). 
Th e diff erence is not so large, because the added shots in Study 2 were quite short 
to keep the fi lm look natural. 

Film Genre 
Film Genre had two values: action-oriented and character-oriented. For the sake 
of generalizability, I used three fi lm scenes for each fi lm genre, and all of them 
were edited to vary Outcome Delay. 

Procedure
Th is was an online experiment. Participants got to view three short suspense 
scenes belonging to the same genre (either character-oriented or action-oriented), 
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and at the same Outcome Delay level (1, 2, 3 or 4). Th e order of the three fi lms was 
randomized. Aft er each fi lm scene a questionnaire was applied, in which suspense 
was assessed. 

In the end of all fi lms, an additional questionnaire was presented, requiring 
information about individual habits and tastes with fi lm, and more general 
personal information. 

a. 

b. 

Figure 3. Interval between the Initiating Event and the Outcome Event for: a) Character-oriented 
fi lm; b) Action-oriented fi lm (Study 2 – averages for the three fi lms of each genre). 
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Measures 
All measures involved Likert-type scales ranging from 0 (‘not at all’) to 6 (‘very 
much’). Th e same suspense scale was used as in the second study, adding to it an 
item that directly points to the emotion (‘I felt suspense’), and an item that refers to 
hope that the positive Outcome Event would take place (‘I was hoping they would 
kiss’). In the end they were six items that were averaged across the three fi lms 
viewed by each participant, and proved to be highly reliable, α = .87, M = 4.13, SD 
= .89). Items were adapted to the two fi lm genres to match the type of outcome 
expected. As example, for Pride and Prejudice and the other character-oriented 
scenes, the items were: (e.g., ‘I held my breath waiting to see whether they will kiss 
or not’). Th e questionnaire also included control variable measures: age, gender, 
and familiarity with the fi lm.

RESULTS
To test whether there was any signifi cant diff erence between fi lm genres in terms 
of experienced suspense, and whether Outcome Delay truly increased experienced 
suspense, I ran a two-way ANOVA with experienced suspense as dependent 
variable, Film Genre and Outcome Delay as independent variables and age and 
gender as covariates. For experienced suspense I used the average scores from all 
three fi lms viewed by each participant. As expected, there was no main eff ect of 
Film Genre on experienced suspense (F (1,178) = .06, ns), meaning that both fi lm 
genres led to almost equal levels of suspense (action-oriented fi lms: M = 3.12, SD 
= .94; character-oriented fi lms: M = 3.14, SD = .85). 

I found a signifi cant main eff ect of Outcome Delay on experienced suspense, 
F (1,178) = 2.87, p < .05, partial η2 = .81. Th e eff ect shows that Outcome Delay 
does increase experienced suspense. Th e data also showed a signifi cant linear 
contrast in experienced suspense between the levels of Outcome Delay (p < .05), 
no quadratic trend, but a close to signifi cant cubic contrast (p = .056). For a clearer 
view of the course of suspense with increasing Outcome Delay see Figure 4a. 
An LSD post-hoc test showed that the only signifi cant increases in experienced 
suspense were from levels 1 (p < .05) and 2 (p < .05) of Outcome Delay to level 3 of 
Outcome Delay that brought the highest level of suspense with the fi lms. A close 
to signifi cant diff erence in experienced suspense was observed between the level 
4 of experienced suspense and the level 2 of experienced suspense, which is the 
lowest registered (p = .055). 

38301Doicaru.indd   60 08-01-16   17:56



61

OUTCOME DELAY AS DETERMINANT OF SUSPENSE

2

I did not fi nd any interaction eff ect between Film Genre and Outcome Delay on 
experienced suspense, F (3,178) = .98, ns. How Outcome Delay aff ects experienced 
suspense in each Film Genre diff erently was explored through one-way ANOVAs 
ran for each Film Genre in part. Both ANOVAs looked at Outcome Delay as 
independent variable, experienced suspense as dependent variable and genre and 
age as covariates. It seems that the main eff ect of Outcome Delay on experienced 
suspense still remains signifi cant when it comes to action-oriented fi lms, F (3,86) 
= 3.25, p < .05, partial η2 = .1, meaning that the more delayed the Outcome Event 
is in an action-oriented fi lm, the more suspense is experienced (See Table 5 and 
Figure 4c). Th e action-oriented genre data show a signifi cant cubic contrast 
between the levels of delay in terms of experienced suspense (p < .05), and a close 
to signifi cance linear one (p = .057). An LSD post-hoc test showed that the level 
2 of delay brought signifi cantly lower experienced suspense than the levels 3 (p 
< .05), and 4 of suspense (p < .05). Th ere is also a close to signifi cant diff erence 
in the level of experienced suspense between the level 1 of suspense and level 3 
of suspense (p = .054). Th ere is no signifi cant main eff ect of Outcome Delay on 
experienced suspense when it comes to the character-oriented fi lms, F (3, 90) = 
.16, ns. To have a clearer view of the trend, see Table 5 and Figure 4b. 

a. 
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b. 

c. 

Figure 4. Suspense as function of Outcome Delay for: a) the entire dataset; b) the character-
oriented fi lm; c) the action-oriented fi lm (Study 2). 

Note. Th e numbers on the X-axis (1, 2, 3, 4) represent the four Outcome Delay manipulation conditions. 
For each condition: the number of climax shots occurrence = number on X-axis + (number on X-axis – 1). 
Gender and age were used as covariates.
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Table 5. Mean Suspense Ratings as a function of Outcome Delay and Film Genre (with 
Standard Deviations in Parentheses) – Study 2

OUTCOME DELAY
Film Genre Delay-- Delay- Delay + Delay++
Character-oriented 2.99

(.88)
3.08
(.84)

3.24
(.84)

3.25
(.85)

Action-oriented 2.96
(1.15)

2.72
(.78)

3.52
(.72)

3.26
(.91)

Total 2.97
(1)

2.9
(.82)

3.24
(.84)

3.25
(.85)

Note. Delay-- (1 X climax shots), Delay- (3 X climax shots), Delay + (5 X climax shots),   Delay++ (7 X climax 
shots) correspond to the manipulation conditions of Outcome Delay. Suspense was rated on a 7-point scale.

DISCUSSION 
Outcome Delay emerged again as a determinant factor of experienced suspense, and 
this time a signifi cant main eff ect was revealed. Th e eff ect is stronger in this study 
most likely because 1) All fi lms had a positive valence, the type of suspense scene that 
proved in the previous studies to be most aff ected by Outcome Delay in increasing 
suspense, and 2) I had more participants than in Study 1. As expected, suspense 
increased linearly with Outcome Delay over all fi lms. But the most noteworthy 
outcome of the study is the fact that I could still not observe a fl exing point where 
suspense increase makes way for a decrease. No signifi cant quadratic contrast of 
suspense as a function of Outcome Delay was obtained. Suspense seems to increase 
with Outcome Delay, but even when extending Outcome Delay to the point where it 
seemed to distract viewers’ attention from the story, I could not fully confi rm H1. No 
upper limit to the increase in suspense with growing Outcome Delay was established. 

A fi nding of study 2 that is almost as surprising is that there is no signifi cant 
diff erence in experienced suspense between the character-oriented fi lms and the 
action-oriented ones. Th e diff erences in experienced suspense between fi lms of 
diff erent genres found in my fi rst study, but also in previous ones (e.g., Oliver & 
Bartsch, 2010), may not have been caused by the genre per se. It may be that the 
diff erences in Outcome Event valence brought about the diff erences in experienced 
suspense: a suspense scene that primes the expectation of a negative Outcome 
Event seems to bring more suspense than the scene that primes the expectation of 
a positive Outcome Event. People may add more value, and invest more emotions, 
like fear and/or hope (Ortony, Clore, & Collins, 1988) in the prospect of suff ering 
a loss than in the projection of an achievement. 
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Th e data also show that compared to study 1, in which the action-oriented scene 
had a genre-typical negative outcome valence, suspense in response to action-
oriented scenes featuring genre-atypical positive Outcome Events is lower. 
However, to draw a defi nite conclusion regarding the diff erence in suspense based 
on genre typicality outcome valence, or based on Outcome Valence, it would be 
necessary to replicate this study, using also scenes with negative Outcome Events 
of each genre.

When looking at each fi lm genre separately as to the way Outcome Delay 
aff ects suspense, I noticed that the eff ect of Outcome Delay is signifi cant only 
for the action-oriented fi lms, following exactly the same pattern I found with 
the overall data. Th e data showed a signifi cant cubic trend, and only a close to 
signifi cance linear trend, no quadratic trend being found; the data show that no 
fl exing point where suspense started decreasing due to too much delay could be 
found regardless of Film Genre (See Figure 4). 

When it comes to the character-oriented fi lms, experienced suspense increases 
linearly, in a similar trend with the one in Study 1, but the increase is small and not 
signifi cant (See Figure 4b). To conclude, for this category of fi lm genres it cannot 
be said based on the data in Study 2 whether there truly is a signifi cant linear 
increase in suspense due to Outcome Delay. I will discuss possible reasons for such 
fi ndings, in the light of the fi ndings in Study 1, in the general discussion.  

GENERAL DISCUSSION

Th is chapter presented two empirical studies through which I attempted to address 
three aspects of SAT. I wanted 1) To confi rm that in accordance to SAT, Outcome 
Delay increases experienced suspense; 2) To investigate whether the Outcome 
Delay eff ect on suspense goes up not linearly as SAT seems to suggest, but ceases to 
increase at degree of Outcome Delay; and 3) To investigate to what extent suspense 
and the eff ect of Outcome Delay on suspense depend on Film Genre.  

I expected Outcome Delay to increase suspense, but I also wanted to see at 
which level of delay, suspense may stop increasing. All my studies showed either a 
signifi cant main eff ect of Outcome Delay on experienced suspense (pilot study and 
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Study 2), in the way that delay increased suspense, or a signifi cant increasing linear 
trend in suspense as a function of delay (Study 1). None of the studies revealed a 
fl exing point for suspense, i.e. there was no quadratic trend of suspense due to 
increased delay for any of the fi lm genres. Both studies confi rmed entirely the 
claims of SAT regarding the eff ect of Outcome Delay on suspense; however much 
I tried to extend the level of delay (longer in Study 2 than in Study 1, and even 
unnaturally looking in the most extreme delay conditions) suspense did not start 
dropping signifi cantly. I found a linear increasing trend in suspense as a function 
of delay in both Studies 1 and 2. Th is fi nding is not only in line with SAT, but also 
with previous empirical studies (e.g., Nomikos et al., 1968; Breznitz, 1967). De 
Wied (1991) ran seven experimental studies in which she investigated the eff ect 
of Outcome Delay on suspense in fi lm, implementing considerably long steps of 
delay between conditions. However she only found linear trends in the increase 
of suspense due to Outcome Delay, except one study in which she found a quite 
weak quadratic trend; this study was the study in which she used the longest levels 
of delay.  

Th e fi ndings in my studies and in the previous studies, referring to the limit of 
delay as factor of suspense, are surprising. Despite the fact that the longest levels of 
delay in my studies also made the fi lms look almost unnatural, suspense still seemed 
to increase. My results invite further empirical research push Outcome Delay to 
even more extreme values, going beyond usual norms. However, if Outcome Delay 
was stretched further and still increased suspense, it would introduce challenges to 
SAT. How could it be that an outcome delayed almost endlessly, to use a fi gure of 
speech, still increases suspense? I feel that maximum Outcome Delay values in my 
Study 2 already pose the question of how boredom and fatigue that would seem to 
inevitably occur with such a prolonged Outcome Delay are overcome. SAT needs 
to be extended with a mechanism theoretically explaining why people entertain 
hopes and fears, and bear impatience for so long. Th e theory needs to explain 
rather than postulate virtually unlimited increases of suspense 

My fi ndings were inconclusive with respect to how genre impacts the way 
delay aff ects suspense. In the case of the character-oriented fi lms in Study 1 I 
found a signifi cant increasing linear trend in suspense due to delay, trend that was 
not there anymore in Study 2 for this category of genres. On the other hand, in the 
case of the action-oriented fi lms, I found a signifi cant cubic trend in suspense due 
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to Outcome Delay, but only in Study 2; in Study 1 there was no signifi cant trend 
for the action-oriented fi lms. To conclude, none of the signifi cant trends (linear 
for the character-oriented fi lms, or cubic for the action-oriented fi lms) were found 
in both studies. More research is needed to determine whether a fi lm’s genre 
modulates the relationship between delay and suspense, or if the relationship is 
more signifi cantly impacted by other factors within the particular fi lms used as 
materials.  

A genre particularity worth mentioning that was noticed in both studies is 
that in the action-oriented fi lms experienced suspense dropped at three repetitions 
of the shots before the Outcome Event (at level 3 of delay in Study 1, and al level 2 
of delay in study 2). Aft er that drop suspense started increasing again. Th is fi nding 
should be treated with caution, as the drop in suspense is low and insignifi cant, but 
considering the fact that it occurred in both studies (four fi lm scenes of diff erent 
outcome valence being used in total), I will give it some attention, and try to 
understand why it may be there. Th e detail that makes this observation interesting 
and surprising is the exact moment of Outcome Delay where the drop occurs, 
at three repetitions of the shots before the Outcome Event. Expectation and 
anticipation are particularly important in the case of suspense (Tan & Diteweg, 
1996; Ortony, Clore, & Collins, 1988), and some repetition is needed to have 
anticipation. However, with more than three repetitions it is considered to have 
a risk of disengagement from the audience due to boredom. Moreover, if I look at 
action-oriented and character-oriented Hollywood fi lms, they almost always use 
three-time repetitions in suspense scenes. My studies suggest that this may not 
be the best technique, if the goal is to reach the highest suspense, because I found 
in both studies that at three repetitions of the last two shots before the Outcome 
Event there is a tendency for suspense to decrease. However, more suspense 
scenes should be tested at diff erent delay levels, to draw a conclusion universally 
applicable. 

When it comes to diff erences in experienced suspense between fi lm genres, I 
fi rst need to mention that suspense has been shown in my studies to be experienced 
to considerable degrees in response to both action and character-oriented fi lms. 
Th is fi nding should in my view be regarded as support for the general claim of SAT 
that events of some minimum interest can raise suspense when there is some delay. 
Consistent with current intuitions and previous research (e.g., Oliver & Bartsch, 
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2010; Th ompson, 1988), action-oriented fi lms, like thriller, action and mystery 
fi lms, proved to bring signifi cantly higher levels of experienced suspense than the 
character-oriented fi lms (e.g., romance). However, this was the case only when the 
Outcome Event in the action-oriented fi lms was expected to be negative, and the 
one in the character-oriented fi lms was expected to be positive (pilot study and 
Study 1). When I controlled for outcome valence (Study 2), and only used fi lms 
with positive outcome valence, there was no signifi cant diff erence in experienced 
suspense between the fi lm genres, and the level of suspense was lower than it had 
been for the action-oriented fi lms with negative Outcome Event. Th is is a truly 
novel fi nding, as it was considered as common sense that some action-oriented 
genres, like thrillers, would be synonymous to the word suspense, character 
development–oriented genres, like romance, that would be very low in suspense 
(Vorderer, Wulf, & Friedrichsen, 1996; Zillmann & Vorderer, 2000). Th e data in 
study 2 suggest that valence of the expected outcome may be more important than 
genre in determining the level of experienced suspense; specifi cally, genre does 
not have a signifi cant impact when the valence is positive.  

However, it is important to acknowledge that narrative genres typically 
portray either negative Outcome Events or positive ones. Suspense in action 
fi lms or thrillers is mostly based on the fear that something negative will happen; 
whereas suspense in romance is primarily based on hope that love will conquer all. 
Even though my second study showed that outcome valence is generally suffi  cient 
for determining high variations of suspense, it is not inaccurate to conclude that 
there is more suspense in action-oriented genres than in character-oriented genres.

A major implication of the studies is that they illustrate the power of 
presentation techniques as one of the two tools that storytellers avail of. Events 
widely diff erent as to their interest value could be shown to have an impact on 
suspense through their particular presentation, in this case degree of delay. Th ere 
seems to be a world to win in systematically studying the functioning and eff ects of 
presentation techniques that add to the events themselves for the sake of narrative 
interest. Such presentation techniques consist of ordering of events, manipulating 
salience of particular story events, manipulating perspective on events, and other 
such techniques known from narrative theory. 
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LIMITATIONS AND SUGGESTIONS FOR FUTURE STUDIES
Th is chapter investigated the strengths and limitations of Outcome Delay as 
determinant of suspense: I tested the best option to manipulate delay, looked into 
diff erent fi lm genres, a variety of fi lms for each genre for the sake of generalizability 
of my fi ndings, looked into outcome valence diff erences, stretched delay at 
two diff erent steps, and used a new and encompassing instrument to measure 
suspense. However, there are still some aspects that could be improved, leading to 
suggestions for further research. 

First, future research should look into alternative ways of implementing 
Outcome Delay, as I only used one, and real movies use many other ways of delaying 
an event: various images, information from the suspense scenes, cutting to other 
locations, cutting to diff erent time. Even when implementing a repetition of shots, 
it would be interesting to look into the quality of the shots (type of information 
given: e.g., close up, clock, action), and how it may aff ect experienced suspense. 
Second, I recommend that in future studies Outcome Delay will be stretched even 
more. 

CONCLUSION

Th e present chapter achieved an important step towards understanding suspense 
in vivo. Not only does the chapter bring important empirical support for some 
tenets of Structural Aff ect Th eory, but it also enriches SAT by tackling the issue of 
narrative genre within its theoretical framework. Perfectly in line with SAT, both 
studies presented in this chapter showed that Outcome Delay linearly increases 
experienced suspense. Also consistent with SAT, but unexpected, there seemed to 
be no limit to Outcome Delay having this eff ect, as I did not fi nd a level of delay 
when suspense stopped increasing even when delay was racked beyond the limits 
of naturally looking scenes. Moreover, for the fi rst time this chapter compared 
action-oriented genres to the character-oriented genres. Th is is the fi rst set of 
empirical studies showing that suspense is experienced in genres that diff er a great 
deal, and more in particular that it is even experienced in viewing denouement 
scenes in romance. Also in line with SAT, I found that Outcome Delay increases 
suspense regardless of genre, with slight diff erences in trends that still need to be 
explored more in detail in further research. 
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Moreover, using carefully craft ed designs, and paying attention to the details that 
might have infl uenced my fi ndings and the fi ndings in previous studies, I then 
challenged the belief that it is genre per se that leads to more or less suspense, by 
illustrating the necessity of focusing on outcome valence and on its impact on 
suspense. A pilot and two experimental studies were combined to provide clear 
directions to empirical researchers interested in suspense, and to fi lmmakers 
or advertisers of how to successfully implement suspense. Specifi cally, my 
experiments suggest that adding delay at the climax of a suspense scene through 
shot repetition is a technique to be used with any fi lm genre and with any story 
events to eff ectively increase suspense. If I extrapolate my fi ndings, large delays 
may be employed without the fear of disrupting the experience, as I could not 
identify a limit to the eff ectiveness of Outcome Delay in increasing suspense. 

My fi ndings illustrate the potential of research for exploring how the particular 
ways in which interesting events are presented may add to an understanding of 
how to improve the art of fi lm storytelling. I hope that my attempt to complement 
in vitro studies of suspense will inspire other researchers in narrative discourse 
processing.
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CHAPTER 3 

BEGIN WHEREVER YOU 
PLEASE, AS LONG AS YOU KEEP 
ME INTERESTED. EXPOSITION 

LOCATION INFLUENCE ON 
INTEREST IN FILM: 

SUSPENSE AND CURIOSITY

38301Doicaru.indd   73 08-01-16   17:56



74

CHAPTER 3

ABSTRACT

Narrative and fi lm studies theorists actively discuss the impact of exposition 
location on narrative interest. No study, though, has empirically investigated the 
impact of exposition location on viewers. Two forms of narrative interest, suspense 
and curiosity, were investigated in the present study as outcomes of various 
degrees of exposition delay: preliminary exposition (PES), delayed exposition 
(DES) and extra delayed exposition (EDES). Suspense and curiosity were both 
captured at the end of the fi lm as well as during the viewing, i.e. during a suspense 
event or a curiosity event. 186 subjects (55.4% women) took part in a 3 (discourse 
structure exposition) X 2 (measurement event) between-subjects experimental 
design. Th e results reveal overall suspense (captured at the end of the fi lm) to be 
signifi cantly higher in PES than in the other discourse structures and curiosity to 
be signifi cantly higher in DES and EDES than in PES. Two types of curiosity were 
found to work diff erently: curiosity for the identity of the murderer is higher in 
DES, whereas character curiosity is higher in EDES. EDES was expected to be low 
in both suspense and curiosity; however, it is the highest in character curiosity and 
the most appreciated. Exposition seems to draw curiosity on its own. Its power to 
involve audiences suggests that more research should focus on exposition location. 
Important diff erences were found between the overall and local measurements of 
emotions.

 

INTRODUCTION

Stories represent an important part of our lives. We are exposed to them in many 
diff erent forms; news is presented in the form of stories, social or commercial 
campaigns make use of stories too, political speeches are oft en structured like 
stories, and fi nally stories represent a main form of entertainment – books, 
fi lms, theater plays. Whatever the aim of the story – information, persuasion or 
entertainment – people will continue to follow it only if it keeps them interested. 
Improving our understanding of how stories arouse and maintain interest would 
be a great benefi t to storytellers (fi lmmakers, writers, campaign developers), as 
well as to scholars interested in the art of narratives. 
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A key problem in storytelling is how to deal with the exposition. Th e exposition 
is the part of a story off ering background information about the setting of the 
action (location and time), as well as about the characters themselves (Sternberg, 
1978). Writers and fi lmmakers oft en regard exposition as a necessary evil because 
it is not interesting in itself, but only through its impact on the rest of the story. 
If not placed well in the discourse structure, it can easily get the audience bored 
(Sternberg, 1978; Th ompson, 1999). Meanwhile, it is generally accepted amongst 
writers and fi lmmakers that, without exposition, the story would be diffi  cult to 
understand, and the emotional reactions amongst viewers would probably be less 
intense (Bordwell, 1985; Sternberg, 1978; Th ompson, 1999). 

Th e present study focuses on the role of exposition location in a narrative 
discourse structure in raising viewers’ interest in fi lm. Two specifi c forms of interest 
considered by the Structural-Aff ect Th eory (SAT) are suspense and curiosity 
(Brewer & Lichtenstein, 1982); SAT identifi ed particular discourse structures 
that lead to either suspense or curiosity, and associated these experiences with 
entertainment and interest. Interest is conceptualized as suspense (Sternberg, 
1978; Tan, 1995) and curiosity (Lowenstein, 1994) in this chapter, and the impact 
of exposition location was investigated in relation to both these experiences.

To elaborate on the position of the exposition issue, we need an analytical 
distinction regarding the structure of a story: there is the set of events referred to 
in the story, and there is the discourse structure, which refers to the particular way 
the story events are being communicated (Chatman, 1978). Th e latter refers also 
to the way the story events are being ordered when communicated. Th ere are two 
main possible positions of expositional material in a discourse structure: either the 
narrative starts with the exposition, what is called preliminary exposition, or the 
exposition is delayed and the narrative starts in the middle of the action (Bordwell, 
1985; Sternberg, 1978). Th ere seem to be both strengths and weaknesses in using 
either preliminary or delayed exposition. Starting a story with the exposition 
off ers solid ground for the viewer’s hypotheses formation, well preparing the set-in 
of action and building up intense emotional experiences, like suspense (Bordwell, 
1985; Sternberg, 1978). However, delayed exposition is much preferred among 
writers and fi lmmakers nowadays (Sternberg, 1978; Th ompson, 1999), because a 
start in the middle of action works like a ‘teaser’ for the rest of the fi lm: a surprising, 
intense action episode will immediately raise curiosity (Lowenstein, 1994). 
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Scholars have discussed potential eff ects of exposition location on diff erent forms 
of interest (Bordwell, 1985; Sternberg, 1978; Th ompson, 1999), but no study 
empirically tested their theoretical claims. Filmmakers also oft en express their 
preference for a certain location of exposition, but again no study has confi rmed 
that their preferences have universal merit. 

Th ere are studies that have empirically tested how particular discourse 
structures lead to either suspense or curiosity (Brewer & Lichtenstein, 1982; 
Knobloch, Patzig, Mende, & Hastall, 2004; Hoeken & van Vliet, 2000; Doicaru 
& Tan, in prep.), but there are no existing empirical studies of fi lm discourses 
featuring extensive exposition. Most empirical studies either focused on written 
stories, or on short fi lm scenes. Furthermore, none of these studies looked at the 
role of exposition location on evoking interest reactions. Yet, the usual experience of 
movies is based on full-length feature fi lms that include expositional information, 
therefore the location of exposition is an important factor for the understanding 
of how suspense and curiosity are experienced in a non-experimental setting. 
In the present study, I investigated experimentally how diff erent levels of delay 
of exposition, in relation to an action scene, infl uence suspense and curiosity. 
Because the levels of both suspense and curiosity tend to vary in the course of a 
narrative (Sternberg, 1978), they should be measured both during the fi lm and at 
the end of it. 

INTEREST
Interest has been defi ned as an exploration response to the challenge of missing 
information (Silvia, 2006; 2008), and it has clear motivational components such as 
the seeking out of information (Krapp, 1999). Interest has also been investigated in 
relation to stories; previous research revealed that people spend more time reading 
interesting texts (Ainley, Hidi, & Berndorff , 2002) than uninteresting ones. In the 
studies just referred to, the stimulus that elicits interest has been defi ned in broad 
terms. In this chapter I will conceptualize suspense (Tan, 1996; Sternberg, 1978) 
and curiosity (Kagan, 1972; Lowenstein, 1994) as forms of interest, responding to 
more narrowly defi ned narrative stimulus features. Suspense is interest elicited 
by the expectation of a specifi c event that will occur in the near future; the event 
must be of such importance that the prospect of its occurrence or non-occurrence 
evokes strong feelings of hope and/or fear (Ortony, Clore & Collins, 1988). For one 
to experience suspense, the nature of the Outcome Event must be quite specifi c, but 
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its occurrence uncertain (e.g., Zillmann, 1996). Th e leading question for suspense 
is: is this specifi c event going to happen or not? Another important aspect of 
suspense is that for the emotion to be intense, there must be the perception of the 
event’s proximity. Suspense produces tension, impatience for the expected event to 
be revealed, and even frustration (e.g., Tan, 1996). 

According to the theories of interest (Kashdan, Rose, & Finchman, 2004; 
Silvia, 2006), curiosity is the most frequent subtype of interest. Curiosity is 
activated by important events that require an explanation (Lowenstein, 1994) and 
do not necessarily belong to the future of the story, but can belong to the past as 
well. Th e nature of the expected event is much less specifi c than in the case of 
suspense, implying a broad array of possible events (Brewer & Lichtenstein, 1981; 
1982; Kagan, 1972; Lowenstein, 1994). Th e questions leading the viewer are more 
open than in the case of suspense: What is the cause of this situation? Whatever is 
going to happen? What are the characters’ motivations? In contrast to suspense, in 
curiosity the event answering the questions is not expected to be proximal to the 
narrative here and now. 

EXPOSITION AND DISCOURSE STRUCTURE
Most mainstream narratives, including the ones studied here, present causally 
connected actions performed by psychologically motivated protagonists. 
According to SAT (Brewer & Lichtenstein, 1982), all narratives feature at least 
one Initiating Event and one Outcome Event when presenting action scenes. Th e 
Outcome Event is a story event with a great signifi cance (e.g., an explosion), while 
the Initiating Event is announced the Outcome Event (e.g., a ticking bomb). Th ey 
can be ordered in a discourse structure in two ways: the Initiating Event precedes 
the Outcome Event, creating what is called a linear discourse structure, or the 
other way around, creating a reversed discourse structure. A linear discourse 
structure will mainly lead to suspense, because the Initiating Event announces 
the Outcome Event, creating expectations. A reversed discourse structure will 
mainly lead to curiosity because the Outcome Event spawns questions about what/
who made the respective event happen, how and why. However, story events do 
not only derive their interestingness from the discourse structure, but also from 
information added by expositional materials and the location of this information 
in the discourse. 
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Th e function of exposition is to introduce the reader into the story-world by 
providing information about location, time, characters, their goals and the canons 
of operability in the story-world (Sternberg, 1978). Diff erent locations of the 
exposition in the discourse structure will aff ect the experience of a target action 
scene diff erently (Bordwell, 1985; Sternberg, 1978). Preliminary exposition is 
expected to provide a strong primacy eff ect and a strong basis for building clear-
cut hypotheses; hence it helps build up suspense in the action scene. A delayed 
exposition should build up more curiosity about background information, and 
make the buildup of clear hypotheses more diffi  cult, as open expectations are easier 
to build with such a structure (Sternberg, 1978). As a fi rst conclusion, it is expected 
that preliminary exposition will mainly keep up interest through suspense, while 
a delayed exposition will mainly keep up interest through curiosity. Th e present 
study aims to test whether diff erent degrees of delay of the exposition in relation to 
the position of the Initiating and Outcome Events (Brewer & Lichtenstein, 1982) 
aff ect the suspense and curiosity that are experienced. Th ree degrees of delay were 
tested (see Figure 1).

 

Figure 1. Discourse structures with diff erent positioning of Exposition: a) Preliminary 
exposition; b) Delayed exposition; c) Extra delayed exposition. 

Note: IE = Initiating Event; OE = Outcome Event.

Preliminary Exposition Structure (PES)
In the preliminary exposition discourse structure, the exposition precedes both 
the Initiating Event and the Outcome Event (see Figure 1a). Th is structure is the 
most usual structure of a fi lm starting with the exposition: the whole discourse 
structure is preserved as a linear or as Sternberg (1978) calls it, a natural discourse 
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structure, characteristic to classical fairy tales (e.g., “Once upon a time in a land 
far from here…”). In PES suspense is expected to be the main form of interest, 
and it should have the highest value comparing to the other discourse structures. 
According to Th ompson (1999) the exposition presented in the beginning gets the 
audience accustomed to the characters and to their motives, therefore facilitating 
the process of hypotheses formation. Th e audience is prepared for the suspenseful 
event starting with the Initiating Event because they form clear hypotheses 
(Brewer & Lichtenstein, 1982). Clear expectations increase the emotional value 
of the Outcome Event and the levels of experienced suspense (Doicaru, Tan & 
Kuijpers, 2011). 

Delayed Exposition Structure (DES)
Th e delayed exposition discourse structure perfectly fi ts the structure of a story that 
is primarily driven through curiosity. It is typical for mystery and detective stories 
(Bordwell, 1985; Brewer & Lichtenstein, 1982; Sternberg, 1978). Th e exposition 
is placed aft er the Outcome Event, but precedes the Initiating Event (see Figure 
1b). For curiosity to arise, an extraordinary event must take place (Kagan, 1972; 
Lowenstein, 1994): the Outcome Event represents such an extraordinary event, 
and stimulates the desire to fi nd out what caused it (what is the Initiating Event). 
In addition, the exposition itself, as it unfolds, will also provide clues that stimulate 
curiosity further (Lowenstein, 1994). Th us, in this structure of Outcome Event–
Initiating Event, curiosity is expected to show higher levels than in other discourse 
structures tested in this study. 

Extra Delayed Exposition Structure (EDES)
Th e third discourse structure represents an extra delay of the exposition (see Figure 
1c). Like the delayed exposition discourse structure, it starts with the Outcome 
Event, but unlike the former, the Initiating Event follows it immediately, with 
exposition being presented in the end. EDES will predominantly evoke curiosity 
because it starts with the Outcome Event, and such an extraordinary event 
stimulates curiosity (Brewer & Lichtenstein, 1982; Lowenstein, 1994). However, 
the EDES level of curiosity should be lower than the DES curiosity, because in 
the former the expository details come only aft er the highly awaited information 
is already revealed, the Initiating Event being revealed right away. It is expected 
that curiosity reaches its highest levels when the most expected information is 
kept from the audience until the end of the fi lm, like in the case of DES. EDES 
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resembles narratives with a purely expository function, like the conventional news 
story. It can be considered a good alternative to the other two when both forms 
of interest, suspense and curiosity, need to be kept at a minimum (e.g., Knobloch, 
Patzig, Mende & Hastall, 2004). Previous studies (e.g., Knobloch, Patzig, Mende & 
Hastall, 2004) used it as a control condition, testing it against the eff ects of more 
typical entertaining narrative discourse structures on suspense and/or curiosity. 

HYPOTHESES
Based on theories of narrative discourse structure (Sternberg, 1978; Brewer & 
Lichtenstein, 1982), as well as on previous empirical research on how discourse 
structure can infl uence suspense or curiosity, I expect that:

H1a:  In PES the level of overall suspense will be signi� cantly higher than the level of 
overall curiosity. 

H1b:  In PES the level of overall suspense will be higher than the levels of overall 
suspense in DES and EDES. 

H2a:  In DES the level of overall curiosity will be signi� cantly higher than the level of 
overall suspense.

H2b:  In DES the level of overall curiosity will be higher than the levels of overall 
curiosity in PES and EDES.

In the hypotheses, reference is made to overall suspense and curiosity, and by 
overall, I mean the (suspense and curiosity) levels across the entire stimulus 
fi lm. Such an operationalization of suspense and curiosity is similar to those 
employed in most previous empirical studies (e.g., Doicaru, Tan & Kuijpers, in 
prep.; Knobloch-Westerwick & Keplinger, 2008; Zillmann, 1996). Th e overall 
levels result from a fi nal evaluation of the entire variations across the fi lm stimulus 
due to the development of the discourse structure. Suspense and curiosity are 
higher at some moments in the discourse structures than at others. For instance, 
in PES experienced suspense is predicted to climax right before the Outcome 
Event (Doicaru, Tan, & Kuijper, 2011; de Wied, 1991; Tan & Diteweg, 1996); 
curiosity may be higher in DES, aft er some expositional, potentially contradictory 
information has already been given away(Lowenstein, 1994). To explore how 
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the level of overall suspense and overall curiosity would be diff erent from local 
suspense and local curiosity, both experiences were measured not only at the end 
of the fi lm but also at two additional moments during it: one corresponded with 
the event at the expected suspense climax in PES, the other with the event at the 
expected curiosity climax in DES. 

RQ1:  Do levels of overall suspense and curiosity di� er from those of local suspense 
and curiosity?

RQ2:  Does the moment of � lm interruption (suspense or curiosity climax event) 
a� ect overall suspense and/or curiosity?

METHOD

To test the above mentioned hypotheses and research questions, a 3 (discourse 
structure exposition) X 2 (measurement event) between-subjects experiment 
was conducted. A selected narrative fi lm was manipulated through video editing 
techniques into having three diff erent discourse structures: preliminary (PES), 
delayed (DES) and extra delayed (EDES) exposition discourse structures. Th e fi lm 
was interrupted for measurement either at the suspense or at the curiosity climax 
event to assess local suspense and local curiosity. In all conditions overall measures 
of suspense and curiosity were also taken aft er the entire fi lm. Participants 
were randomly assigned to the six conditions. I acknowledge that having a fi lm 
interrupted at some point during the viewing does not perfectly replicate the usual 
cinema fi lm viewing experience. However, one’s fi lm viewing experience is oft en 
interrupted in real situations too, when not in a cinema theater: fi lms on TV are 
interrupted by advertisements, whereas personal videos are oft en interrupted so 
that the viewer may perform other activities. On this note, the experiment mirrors 
real life viewing experiences, even though not entirely so, because in real life 
during the interruption the viewer may not be asked to assess his viewing related 
emotions and thoughts. Th ese particular experimental conditions will be taken 
into consideration when discussing the fi ndings of the experiment.
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PARTICIPANTS
Participants were recruited 1) from the university survey pool, 2) through ads 
placed on social media platforms and 3) through fl yers distributed in university 
buildings amongst students. One hundred and eighty six Dutch students of 
communication studies took part in the study (55.4% women). Ages ranged 
between 18 and 52 (M = 22.5, SD = 3.9). I assigned diff erent conditions to the two 
participants older than 32.Each of the conditions counted 30 or 31 participants. 
Participants were randomly assigned to conditions.

MATERIALS
Film
As experimental material, an approximately 8 minute-long fi lm was used; the 
material was taken from the short fi lm ‘Forest Falls’ (Calleros, Tucker, & McDuffi  e, 
2011). Th is fi lm was selected from a website specializing in broadcasting 
independent short fi lms; the website categorized its genre as a thriller. Th e original 
27 minute long fi lm was shortened to eight minutes, focusing on one character and 
presenting only one line of action. A girl from a group of four college graduates on 
an outing in the woods discovers the body of one of her friends, and soon aft er she 
gets killed herself. Th e murderer is the lodge owner, and this is clearly revealed in 
the scene. Th is brief version of the fi lm was edited in three ways to obtain the three 
diff erent discourse structures.

INDEPENDENT VARIABLES
Discourse structure exposition
Th e PES version (Figure 1a) started with the exposition: four people in their 
twenties arrived at a cabin lodge in the mountains, and they were planning to 
stay for the weekend. All characters were introduced here: fi rst the four main 
characters, then the lodge owner and fi nally a solitary camper at the camping site 
nearby. Location, time and some traits of the characters, including their goals were 
introduced. Th e Initiating Event was the moment when, in the middle of the night, 
while the four protagonists were sleeping, the lodge owner placed a mask on his 
face. Th e Outcome Event was the death of one of the girls (the last one left  alive), 
being shot by the masked man aft er a chase through the forest. DES (Figure 1b) 
started with the girl running through the forest in the middle of the night and 
ultimately getting killed by a masked man (Outcome Event). Th e fi lm then went 
back in time to the exposition. In the end, the identity of the killer was revealed: 
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the lodge owner put a mask on his face (Initiating Event). Th e EDES version 
(Figure 1c) also started with the Outcome Event, but right aft er the murder was 
revealed the audience could see it was the lodge owner who put a mask on his face. 
Th e exposition came aft er this revelation of the murderer’s identity. 

In all versions, the Outcome Event included a few shots before the actual 
outcome was presented. Th e outcome was the girl being shot, but this event was in 
all three versions preceded by a brief sequence (a few seconds) of the girl running 
through the forest and right into the masked man, who was holding a gun. Th is 
start of DES and EDES is a common start in mystery/detective fi lms, which is right 
in the middle of an action that ends up with a murder.

Climax Event of Local Measurement 
Th e suspense climax event is when the girl ends up facing the masked man in the 
middle of the forest, right before she gets killed. Th e curiosity climax event is at 
the end of the exposition, when the audience gets introduced to the last character: 
a lonely camper in the forest. According to Lowenstein, curiosity is higher when 
there are more options for the solution, making the search more challenging – in 
this case when there are more possible culprits introduced (Lowenstein, 2004). 
Aft er this event, in DES, the murderer is identifi ed (see Figure 2). 

Exposition     Curiosity Climax IE Suspense Climax*                    OE

Suspense Climax                      OE Exposition   Curiosity Climax* IE

Suspense Climax                      OE IE Exposition     Curiosity Climax

Figure 2. Discourse structures with diff erent positioning of exposition, and the location of the 
interruption moments in each of them: a) Preliminary exposition; b) Delayed exposition; c) 
Extra delayed exposition. 

Note: IE = Initiating Event; OE = Outcome Event; * = the interruption moments where suspense or curiosity 
were expected to be the highest across all three discourse structures – e.g., suspense climax* = the highest 
expected value of local suspense. 
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DEPENDENT VARIABLES
Questionnaire 1 was presented at the interruption of the fi lm, either at the 
suspense or the curiosity climax event, and measures local suspense and curiosity. 

Local suspense
Local suspense was measured through fi ve items from a scale developed previously 
(Doicaru, Tan, & Kuijpers, 2011). One item related to fear was used in this scale (‘I 
feel fear that something terrible will happen to the protagonists when the � lm starts 
again’), and 4 other ones related to the dimension of impatience/tension (e. g., ‘I 
held my breath to see what would happen next when the � lm was interrupted’, α = 
.82, M = 2.89, SD = 1.21). 

Local curiosity
To measure local curiosity, four items were used: two refer to curiosity for 
determinants of the narrative situation at the curiosity climax event (‘At this 
moment I want to know who is responsible for the current situation in the � lm’, α 
= .79, M = 3.62, SD = 1.51), and the other two refer to curiosity for future events 
(e.g., ‘I am curious to see what will happen to the characters in the end’, α = .92, M 
= 3.92, SD = 1.37). 

Questionnaire 2 was applied at the end of the fi lm, and it measures overall 
suspense, overall curiosity and fi lm appreciation. 

Overall suspense
Four items (all except the fear one) of suspense used in Questionnaire 1 were 
adapted and used here. Th e items were rephrased to capture the overall judgments 
of suspense along the fi lm (e.g., ‘� ere were times while watching when I held my 
breath waiting to see what will happen to the protagonists next, α = .88, M = 2.82, 
SD = 1.28).

Overall curiosity
Th ree types of overall curiosity were distinguished, each measured by a single item. 
One item refers to character curiosity (‘While watching the � lm I o� en wanted to 
know more about the characters’, M = 3.38, SD = 1.49), one item measured curiosity 
for the identity of the murderer (‘While watching the � lm I wanted to know who 
the murderer was’, M = 3.38, SD = 1.73), and the third one measured curiosity for 
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future developments (‘I o� en found myself being curious of what would happen next 
to the protagonists’, M = 3.53, SD = 1.37). Finally, the variable Film appreciation was 
measured using one item (M = 2.43, SD = 1.42). Gender and age were included in 
the questionnaire as well.

All items except gender and age were measured by using a 7-point Likert scale 
ranging from 0 (not at all like that) to 6 (very much like that). 

PROCEDURE
Viewings by two to six participants each took place in classrooms at the University 
of Amsterdam, equipped with 155 cm X 87 cm screens. Participants watched 
the version of fi lm to which they were assigned. At the right peak event the fi lm 
was interrupted, and Questionnaire 1 was handed out to the participants. Aft er 
watching the rest of the fi lm the second questionnaire was handed out. Sessions 
lasted 30 minutes.

RESULTS

OVERALL SUSPENSE AND DISCOURSE STRUCTURE 
A two-way ANOVA on overall suspense was conducted with discourse structure 
and measurement event as independent variables. Gender and age as well as 
the experimenter (there were two diff erent experimenters collecting data) were 
covariates in this and in all next ANOVAs on overall emotions. A signifi cant 
main eff ect was obtained of discourse structure on overall suspense, F(2, 177) = 
4.1, p < .05, partial η2 = .04. PES raised the highest level of suspense overall (See 
Table 1). A LSD post-hoc test revealed that the diff erence between PES and DES 
(p < .05) as well as the one between PES and EDES are signifi cant (p < = .05). 
No signifi cant diff erence between the other two discourse structures was found. 
Th is result is in accordance with Hypothesis 1b. An unexpected fi nding was the 
signifi cant main eff ect of the measurement moment on the overall suspense, F(1, 
177) = 11.88, p < = .001, partial η2 = .06. Overall suspense was lower when the fi lm 
had been interrupted at the suspense climax event (M = 2.52, SD = 1.2) than when 
interrupted at the curiosity climax event (M = 3.12, SD =1.28). 
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OVERALL CURIOSITY AND DISCOURSE STRUCTURE
Th ree separate one-way ANOVA analyses were conducted on overall curiosity 
1) for the identity of the murderer; 2) character curiosity, and 3) for future 
narrative events. Overall curiosity for the identity of the murderer exhibited 
a signifi cant main eff ect of discourse structure, F(2, 177) = 12.54, p <= .001, 
partial η2 = .12. DES raised the highest level of curiosity for the identity of 
the murderer, followed by EDES (see Table 1). Th e diff erence between DES 
and PES (LSD post hoc test p <= .001) was signifi cant, but the diff erence 
between DES and EDES was not. Surprisingly, it seems that in EDES there 
was signifi cantly more curiosity for the identity of the murderer than in PES 
(p <= .001). Interestingly, I also found a signifi cant interaction eff ect between 
exposition discourse structure and measurement moment on curiosity for 
the identity of the murderer, F(2, 177) = 3.11, p < .05, partial η2 = .03. Th e 
interaction seems to be meaningful especially for the comparison between DES
and EDES; in PES, the level of curiosity is just signifi cantly lower, regardless of 
interruption event. For the other two discourse structures, the level of curiosity 
for the identity of the murderer seems to be similar when the fi lm is interrupted 
at the suspense climax event (in the beginning of the clips); but when the fi lm is 
interrupted at the curiosity climax event, the level of curiosity for the identity of 
the murderer increased in DES and decreased in EDES (see Figures 2b and 2c). 
I will discuss implications of these fi ndings in the next section.

Table 1. Means Overall Suspense and Curiosity for Th ree Discourse Structures (Standard 
Deviations in Parentheses) 
DISCOURSE STRUCTURE Suspense Curiosity_ID Curiosity_CH Curiosity_FE
Preliminary Exposition 3.16 2.61* 2.93 3.41

(1.42) (1.68) (1.6) (1.53)
Delayed Exposition 2.66 3.99** 3.31** 3.52**

(1.17) (1.27) (1.31) ( 1.31)
Extra-Delayed Exposition 2.66 3.56** 3.87** 3.64**

(1.2) (1.57) (1.42) (1.28)

Th e ANOVA on overall character curiosity revealed a signifi cant main eff ect of 
discourse structure, F(2, 177) = 7.11, p <= .001, partial η2 = .07. Table 1 shows the 
diff erences in means. LSD post-hoc tests revealed that character curiosity in the 
EDES condition was signifi cantly higher than in the PES (p <= .001) and the DES 
(p < .05) conditions. Th e ANOVA on curiosity for future narrative events did not 
yield a signifi cant main eff ect of discourse structure (see Table 1). It seems that 
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hypothesis 2b is only partially confi rmed, in the case of curiosity regarding the 
identity of the murderer.

DIFFERENCES BETWEEN OVERALL SUSPENSE AND CURIOSITY 
WITHIN EACH DISCOURSE STRUCTURE
To test whether overall suspense is signifi cantly stronger than overall curiosity 
when watching PES (H1a), and whether overall curiosity is perceived to be 
signifi cantly stronger than overall suspense in the DES condition (H2a), fi rst the 
data fi le was split in three, based on discourse structure. A paired sample t-test 
was conducted to compare the level of overall suspense with the level of overall 
curiosity regarding the identity of the murderer for each discourse structure. Th e 
results showed that at the end of the fi lm, PES was appreciated to have produced 
signifi cantly more suspense than curiosity regarding the identity of the murderer (t 
(60) = 2.18, p < .05), and DES was appreciated to have produced signifi cantly more 
curiosity related to the identity of the murderer than suspense (t (60) = -7.93, p <= 
.001, see Table 1). Th e data show that EDES raised signifi cantly higher curiosity 
regarding the identity of the murderer than suspense (t (63) = -3.93, p <= .001).

Another paired sample t-test was conducted on character curiosity. Th e 
results showed that there was no signifi cant diff erence in the case of PES between 
overall suspense and overall character curiosity. Th ere was a signifi cant diff erence, 
though, between overall suspense and overall character curiosity in the case of 
both DES (t (60) = -3.73, p <= .001) and EDES (t (63) = -7.93, p <= .001). For both 
of them character curiosity was recalled to have been more intense than suspense 
(see Table 1). 

Finally, a last paired sample t-test was conducted on overall curiosity for 
future events in fi lm. Th e fi ndings revealed again that there was no signifi cant 
diff erence in the case of PES between overall suspense and overall future events 
curiosity. Th ere was a signifi cant diff erence between overall suspense and overall 
curiosity for future events in the case of both DES (t (60) = -7.3, p <= .001) and 
EDES (t (63) = -6.79, p <= .001). In both cases, curiosity was recalled to be more 
intense than suspense (see Table 1). It seems that hypothesis 1a is confi rmed 
only for one particular type of curiosity – i.e., that regarding the identity of the 
murderer. Hypothesis 2a is confi rmed for all types of curiosity.
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EXPLORATION REGARDING LOCAL SUSPENSE AND LOCAL 
CURIOSITY 
Research Question 1
Paired sample t-tests showed that overall suspense was signifi cantly higher than 
local suspense at the curiosity climax event in PES (t(30) = 2.63, p < .05). Overall 
suspense was signifi cantly lower than local suspense at the suspense climax event in 
DES (t(29) = -2.96, p < .01) and also in EDES (t(31) = -2.86, p < .01). For the means 
and standard deviations check Tables 1 and 2. To explore the diff erence between 
local and overall curiosity, overall curiosity for the identity of the murderer and 
character curiosity were averaged in one variable called overall curiosity for past 
events (M = 3.39, SD = 1.32). Paired sample t-tests were performed with the new 
variable and local curiosity for past events. It seems that local curiosity at the 
suspense climax event was signifi cantly higher than the overall curiosity in PES 
(t(29) = -3.34, p < .01), and that the local curiosity at the curiosity climax event 
was signifi cantly higher than overall curiosity in DES (t(30) = -2.11, p < .05). For 
the means and standard deviations see Tables 1 and 3.

Research Question 2
Th ree one-way ANOVAs were conducted on local suspense, local curiosity for 
past events, and local curiosity for future events, with discourse structure and 
measurement moment (suspense vs. curiosity climax event) as independent 
variables. Age, gender, and the experimenter were used as covariates in all the 
following ANOVAs. No signifi cant main eff ects were found either on local 
suspense or on local curiosity for future events. A main eff ect of discourse structure 
on local curiosity for past events, F(2, 177) = 6.49, p < .01, partial η2 = .07, was 
however found, as well as an interaction eff ect between discourse structure and 
measurement moment on local curiosity for past events, F(2, 177) = 11.5, p <= 
.001, partial η2 = .11. LSD post-hoc tests revealed that the local curiosity for past 
events was signifi cantly lower in PES (M = 3.11, SD = 1.57) than in DES (M = 
3.86, SD = 1.35, p < .01) and in EDES (M = 3.9, SD = 1.46, p < .01). Regarding 
the interaction eff ect, curiosity for past events appears to be the strongest in DES 
only at the curiosity climax event, but not signifi cantly stronger than the strongest 
moments of curiosity in the other discourse structures. Th e lowest level of local 
curiosity for past events was experienced in PES at the curiosity climax event. 
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Table 2. Means Local Suspense for Th ree Discourse Structures, Measured at the Suspense 
and Curiosity Climaxes (Standard Deviations in Parentheses) 
DISCOURSE STRUCTURE MEASURED AT CLIMAX EVENT LOCAL SUSPENSE
PES Suspense 3.17

(1.27)
Curiosity 2.57

(1.24)
DES Suspense 2.84

(1.24)
Curiosity 2.91

(.95)
EDES Suspense 2.91

(1.21)
Curiosity 2.84

(1.35)

Note. PES = preliminary exposition discourse structure; DES = delayed exposition discourse structure; 
EDES = extra delayed exposition discourse structure. Mean scores on a seven-point scale.

Table 3. Means Overall and Local Curiosity for Past Events for Th ree Discourse Structures 
(Standard Deviations in Parentheses)
DISCOURSE
STRUCTURE

OVERALL
CURIOSITY

MEASURED
AT CLIMAX

LOCAL
CURIOSITY

PES 2.79 Suspense 3.88
(1.39) (1.12)

Curiosity 2.35
(1.60)

DES 3.61 Suspense 3.38
(1.11) (1.51)

Curiosity 4.30
(1.02)

EDES 3.76 Suspense 4.06
(1.26) (1.50)

Curiosity 3.73
(1.42)

Note. PES = preliminary exposition discourse structure; DES = delayed exposition discourse structure; 
EDES = extra delayed exposition discourse structure. Mean scores on a seven-point scale.

EXPLORATION DISCOURSE STRUCTURE AND FILM APPRECIATION
An ANOVA was performed with fi lm appreciation as the dependent and discourse 
structure and measurement moment as independent variables. A main eff ect of 
discourse structure on appreciation was found, F(2, 177) = 3.85, p < .05, partial η2 
= .04. Th e trend revealed that EDES was liked the most (M = 2.77, SD = 1.43) and 
PES the least (M = 2.03, SD = 1.32), with DES in between (M = 2.48, SD = 1.44). 
However, LSD post-hoc tests showed only that EDES was liked signifi cantly better 
than PES (p < .01). 
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DISCUSSION

We found that the highest level of overall suspense was experienced when watching 
a fi lm with preliminary exposition, consistent with H2a. What this fi nding shows 
is an empirical confi rmation of the expectation launched by Th ompson (1999) that 
exposition placed before a suspense scene increases the level of suspense. Even if 
fi lmmakers generally consider preliminary exposition to be boring, and prefer to 
avoid it, such a discourse structure has the distinct advantage that it off ers enough 
information about the characters to motivate viewers to care about the Outcome 
Event. Nevertheless, it may be that starting a fi lm in the middle of the action also 
catches eff ectively the interest of the viewers, not through suspense, but through 
curiosity.  

In line with H1a, I found that suspense was experienced more than curiosity 
while watching a preliminary exposition discourse structure, but not for all types 
of curiosity. In fact, when watching the preliminary exposition version of the 
fi lm, experienced suspense was only higher than curiosity for the identity of the 
murderer, and not higher than character curiosity or curiosity for future events. 
Considering the fact that in this discourse structure the murder occurs at the end 
of the fi lm, and that the identity of the murderer is even known before the murder 
is produced, it is obvious that the curiosity for the identity of the murderer must 
be low. However, curiosity is still high when a fi lm starts with exposition. In fact, it 
is as high as suspense is. Curiosity is quite high but for a diff erent object than the 
identity of the murderer. 

It seems then that curiosity is not an easy concept to work with, as it requires 
a curiosity object (Lowenstein, 1994). When conducting research on curiosity 
in narratives it is important to recognize the object of curiosity relevant to the 
research question. Curiosity for the identity of the murderer is most similar 
to what Brewer and Lichtenstein (1982) associated with a reversed discourse 
structure, having the Initiating Event as the object of curiosity. With this in mind, 
my fi ndings represent a replication of the Structural-Aff ect Th eory, adding to it 
that an exposition preceding the Initiating Event may enhance suspense eff ect 
of a linear ordering. Th e fi nding that various types of curiosity tend to catch the 
viewer’s attention, in ways other than how Structural-Aff ect Th eory has outlined 
them, invites further research.
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Whether curiosity is higher than suspense in the delayed exposition structure (H2a) 
has also been tested. My results empirically confi rm theoretical expectations of 
Sternberg (1979) and Bordwell (1985), which suggest that a story starting in the 
middle of the action catches the interest of the audience mainly through curiosity. 
Even a further delay of the exposition as in the extra delayed structure does not result 
in a reduction of overall curiosity relative to overall suspense. It appears that starting 
in the middle of the action motivates viewers to follow the narrative, not much 
through suspense, but through curiosity. Viewers are curious to understand the 
action revealed to them, its context, and the motivations of the characters involved. 

Hypothesis 2b, claiming that curiosity is higher in the delayed exposition 
structure than in the other discourse structures, could only be partially confi rmed, 
for the curiosity related to the identity of the murderer. In line with the fi ndings on 
the superiority of suspense over curiosity in the preliminary exposition structure, 
it seems that these results only represent a replication of the Structural-Aff ect 
Th eory (Brewer & Lichtenstein, 1982) regarding curiosity in a reversed discourse 
structure. In the delayed exposition structure there is more curiosity for the cause 
of an outcome than in the preliminary exposition one, but surprisingly, the extra 
delayed exposition structure also leads to quite high levels of curiosity for the 
identity of the murderer. Th is is indeed an unexpected fi nding, because when 
exposition is extra delayed the identity of the murderer is revealed quite soon. 
Th e interaction eff ect of the discourse structure and the moment of measurement 
may shed light on his unexpected result. Namely, it seems that if there is an 
interruption in the fi lm, the moment where that takes place is important for the 
overall experience. Th e participants only perceived the overall curiosity for the 
identity of the murderer to be higher in the delayed than in the extra delayed 
exposition structure when the fi lm was interrupted at the curiosity climax event, 
but no diff erence was found when the movie was interrupted at the suspense 
climax. It may be that interrupting the fl ow of the viewing at a highly cognitive 
point, the viewer becomes aware of his intense cognitive processes and is thus 
more likely to recall the experience. Th is fi nding can be extremely relevant when 
deciding when to introduce advertising during a movie.

But how do the other types of curiosity function in response to delay of 
exposition? First, curiosity for future events, although it has the highest value of 
all curiosity types, does not diff er across the discourse structures. Th e explanation 
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may be straightforward: it is a broad-scoped interest in what comes next. It could 
therefore include curiosity for the identity of the murderer, character curiosity and 
even suspense, and this is why I believe it could have equally high values in each 
of the discourse structures. 

Counter to prediction, character curiosity turned out to be higher in the extra 
delayed exposition than in any of the other discourse structures. I expected that 
aft er the Outcome and the Initiating Events are revealed there is nothing left  to be 
curious about. I now consider that the high rating of overall character curiosity 
in response to extra delay highlights the role of the exposition itself as a source 
of curiosity. Finding out the identity of the murderer does terminate curiosity as 
to who did it. However, it may be that more information about the character is 
expected, and sought for as the viewer formulates more questions. I may think 
of questions concerning the motives and background of the murder and the 
psychology of the perpetrator. Moreover, as the fi lm kept going aft er the murderer 
had already been revealed, the extra delayed exposition discourse structure may 
appear as a version more focused on character development as a fi nal goal. Th is 
directed focus on character development may be why the extra delayed structure 
was also liked most in my study.   

What we have learnt from this study is that curiosity, in its various forms, is a 
more important narrative device than usually assumed (e.g., Brewer & Lichtenstein, 
1982). Th e fi lm viewer’s interest may more oft en take the form of curiosity, even 
when the plot seems built for suspense, as was also found in an earlier study of 
interest responses to a typical preliminary exposition suspense structure (Tan & 
Diteweg, 1996). It may even be the case that a fi lm based exclusively on curiosity 
is more feasible than one based entirely on suspense because the build-up of 
suspense requires curiosity. Both the Initiating and the Outcome Events derive 
their aff ective value from understanding and empathizing with character and 
background details that can only come into place due to curiosity. However, one 
should beware of possible methodological pitfalls in the measurement of curiosity 
and suspense. A major threat to my account is that curiosity is simply easier to 
recall than is suspense. Suspense as an emotional response is easy to disrupt, and 
this explanation is supported by the fi nding that when interrupting a fi lm at the 
suspense climax, suspense is recalled to be weaker than when interrupting the 
fi lm at the curiosity climax, regardless of discourse structure. On the other hand, 
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curiosity is enhanced when the interruption takes place at a curiosity event. Th is 
unexpected fi nding is important for the theory of suspense and curiosity because 
it highlights some critical diff erences between the two forms of interest. It is 
interesting to investigate why suspense is disrupted while curiosity is enhanced 
by an interruption. Th ese fi ndings can also off er some important guidelines as to 
where it is best to interrupt movies for advertising, so as not to damage the fi lm 
experience. 

Finally, the local measurement of emotions off ers much more insight over 
how misleading suspense and curiosity measurements can be. It does matter 
whether suspense and/or curiosity are captured at the end of a fi lm or during the 
viewing; furthermore, it also matters at which event during the viewing they are 
being measured. Even if overall suspense in the preliminary exposition structure 
is perceived to be signifi cantly higher than in any of the other discourse structures, 
while watching this fi lm version, at the curiosity climax event suspense was 
actually quite low. At the end of the fi lm, viewers seem to remember and recall 
mostly the suspense they experienced in the end, aft er the Initiating Event set in. 
At the same time, even if overall suspense in the delayed exposition structure is 
reported to be low and much lower than curiosity, it is quite high at the suspense 
climax event (right in the beginning of the fi lm). Curiosity also diff ers in its overall 
value from the local values. It seems that the Initiating Event in the preliminary 
exposition structure not only initiates suspense but also curiosity; the suspense 
climax event is signifi cantly higher in curiosity than what is reported at the end 
of the fi lm. Even curiosity at the curiosity climax event of the delayed exposition 
structure is signifi cantly higher than overall curiosity. To conclude, measuring and 
interpreting suspense and curiosity only at the end of a story does not capture the 
whole picture of the narrative experience. What is reported at the end of the fi lm 
is much based on memory of the emotions: curiosity seems to be remembered 
to have been lower than it actually was; action scenes seem to produce not only 
suspense but also curiosity, though when a fi lm ends with a suspense action scene, 
suspense may be the one mostly remembered at the expense of curiosity. Th is study 
has contributed to telling the two forms of interest apart, while also underlining 
the diffi  culty of capturing them separately from each other. 
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LIMITATIONS AND SUGGESTIONS FOR FUTURE RESEARCH
In closing, I propose a list of more general recommendations based on the issues 
encountered while conducting the experiment. 1) Interruption event: Th e current 
design did not include a control condition in which to keep the fi lm uninterrupted. 
Such a design would have been important in seeing how interruption itself aff ects 
the post viewing evaluation of emotions. I suggest that future research should 
add an uninterrupted viewing condition to the design. 2) Discourse structure and 
exposition: In the present study only three discourse structures were investigated. 
For the exposition location all the three important possibilities were taken into 
account (preliminary, delayed, extra delayed) but not with respect to the Initiating 
Event-Outcome Event ordering. I did not test what happens with curiosity, 
suspense and interest when the exposition comes in between the Initiating Event 
and the Outcome Event, or when the exposition comes aft er the Initiating Event-
Outcome Event structure. Future studies may include these exposition discourse 
structures too. 3) Materials: Only one fi lm was used as stimulus material in 
the present study. It had a rather low level of suspense in general, and was not 
generally much appreciated in any of the conditions. Moreover, the fi lm as I used 
it was already the result of some cutting from the original. Th is study should be 
replicated using fi lms as suspenseful and appreciated as current popular supply. 
Th is too would render the fi ndings more generalizable.

CONCLUSION

Our study is the fi rst that empirically tests, and to a certain extent confi rms, 
theoretical claims regarding the way diff erent exposition locations in a narrative 
contribute to viewer interest (Bordwell, 1985; Sternberg, 17978; Th ompson, 1999). 
Not only has it proven that suspense is overall higher in a preliminary than in a 
delayed exposition condition, and that curiosity is higher in a delayed than in a 
preliminary exposition condition, but the present study also revealed that diff erent 
types of curiosity get activated by diff erent types of discourse structures. Th ere is 
not only a distinction between suspense and curiosity that needs to be made to 
analyze how diff erent discourse structures get the audience’s interest; a distinction 
between diff erent types of curiosity needs to be taken into account too. It appears 
that exposition alone can evoke a type of curiosity, character curiosity, once an 
extraordinary event precedes it. At a methodological level the present study 
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clearly emphasizes the need to pay attention to the way of measuring suspense 
and curiosity, because the emotions measured at the end of a narrative may much 
diff er from what people actually experience during particular scenes. 

Th is study in my view also has important implications for the fi eld of 
fi lmmaking. It adds to the art of fi lm storytelling a scientifi c basis for choices all 
fi lmmakers need to make regarding the ideal location of exposition. My fi ndings 
do confi rm that starting in the middle of the action is more eff ective in getting 
the audience interested, and getting it to like the fi lm more, even though suspense 
may be perceived to be higher overall in the preliminary exposition structure. Th e 
study essentially confi rms the idea that if a fi lm starts in the middle of action, 
curiosity will set in, even if the main cause of the situation is given away right from 
the start, because even with details of the situation revealed, viewers will still be 
curious about the complexity of the characters. 
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ABSTRACT

Film has oft en been investigated for its entertainment value and capacity to bring 
enjoyment, but no empirical studies have looked at fi lm as aesthetic object. It is 
not known how aesthetic appreciation of fi lm works, what leads to it, and which 
are its consequences. Th e current chapter makes a fi rst step towards exploring this 
aspects of fi lm viewing, by discovering the underlying factorial model of aesthetic 
appreciation of fi lm, and developing a reliable and valid instrument to measure 
it across various fi lm styles and audiences: Th e Scale of Aesthetic Appreciation 
of Film (SAAF). Starting from the most complex theoretical model of aesthetic 
judgment and appreciation (Leder et al., 2004), and from the Art Reception Survey 
(Hager et al, 2012), instrument that measures aesthetic appreciation of paintings, 
this chapter presents a scale development study. Th e study is a 3 (fi lm style) 
within-subjects X 3 (fi lm audience) between-subjects design. 320 participants 
(217 female) took part in the study. Five factors of aesthetic appreciation of fi lm 
were identifi ed, matching the main theoretical models of aesthetic appreciation. 
SAAF is a reliable scale with fi ve diff erent sub-scales that proves to be similar to 
ARS, but in addition measures medium specifi c particularities too. SAAF shows 
internal validity, and proves to effi  ciently diff erentiate between fi lm audiences, as 
to the way they aesthetically appreciate diff erent fi lm styles. SAAF cannot reliably 
diff erentiate between fi lm styles when the audience is not take into account. 

INTRODUCTION

It is common knowledge that fi lms are a great source of entertainment: whether 
we choose to go to cinema with friends, or spend an evening at home in front of 
our TV screens, we oft en watch movies for fun. Social scientists and psychologists 
have demonstrated the entertainment value of fi lms and their capacity to produce 
enjoyment (e.g., Hall & Bracken, 2011; Oliver & Sanders, 2004) through their 
research. However, there is another impact fi lms have on viewers, and this type 
of impact gets little attention from the research community: fi lms are not just 
objects of entertainment, but they can be aesthetic objects too. We oft en watch 
movies because they are beautiful, because they get us into a state of aesthetic 
contemplation, or because they help us understand some aspects of life diff erently. 
All these experiences lead to the aesthetic appreciation of fi lm. 
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Despite the recognition of such moments of aesthetic experience that occur 
while viewing movies, there is no empirical psychological research on the 
aesthetic appreciation of fi lm. Indeed, it is not known what leads to aesthetic 
appreciation, what further consequences it may have on the viewers, or even how 
aesthetic appreciation of fi lm works. Not surprisingly, there is no instrument 
to measure aesthetic appreciation of fi lms either. In this chapter, I will work 
towards operationalizing the concept of aesthetic appreciation of fi lms, and 
identifying its underlying factors. Furthermore, I will proceed with developing 
and validating an instrument to measure it: Th e Scale of Aesthetic Appreciation 
of Film (SAAF). 

Before proceeding with my main goals, I will look into what aesthetic 
appreciation is from a theoretical point of view. Th e discipline of aesthetics deals 
with investigating how beauty is perceived (e.g., Budd, 2000; Jacobsen, Buchta, 
Köhler, & Schroger, 2004), and why objects are appreciated as beautiful. Th e 
most common understanding of aesthetic appreciation is the appreciation of 
beauty in artworks. However, in philosophical aesthetics it has been agreed 
that any object, human made or natural, can be aesthetically appreciated (e.g., 
Savile, 1982; Budd, 2000) and can give rise to aesthetic experiences. For instance, 
not only pictures of landscapes but landscapes too may be experienced and 
appreciated as aesthetic objects. A typical example of such a general theory of 
aesthetics is Urmsons’ (1962) account of the aesthetic experience as based on 
aesthetic qualities of the observed object (e.g., harmony, balance, integrity). 
Experimental research undertaken by psychologists from the 1960s on mainly 
focused on this conception of aesthetic appreciation, as not constrained to works 
of art. I will discuss this research shortly. 

In contrast, most theoretical models of aesthetic appreciation specifi cally 
have as focus art (e.g., Berlyne, 1971; 1974; Leder, Belke, Oeberst, & Augustin, 
2004), especially visual art. Leder et al. (2004) have explained this by mentioning 
the necessity for one to feel safe to aesthetically experience an object; according to 
them, art off ers such a safe environment. In line with this argument, fi lms also off er 
a safe environment, as people decide to sit in front of a screen for the sole purpose 
of watching a fi lm. Film, like any other object, could be an aesthetic object, with 
beauty being found within. 
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Not all perspectives on the aesthetics revolve around the beauty and other beauty-
related qualities of artworks, or of other aesthetic objects. According to Peterson 
and Seligman (2004), aesthetic appreciation depends on the individual’s capacity 
to experience wonder, awe, and the sublime, all of which lead to a more meaningful 
existence. Aesthetic appreciation is the result of complex psychological processes, 
both cognitive and emotional, which take place within the observer as result 
of being exposed to the artwork. Research suggests that aesthetic appreciation 
involves mental processes of high complexity on the part of the observer, as 
well as intense emotional involvement. For example, Bronowski (1978) saw the 
aesthetic experience as a journey of discovery, as a cognitive process that leads 
one to understand in some deeper way an important aspect of life; this sort of 
experience is considered to be pleasant. Henri (1923), on the other hand, said 
that the aesthetic experience was not only a pleasant pastime, because one has to 
‘work’ to capture beauty. Dewey (1934) noticed that any aesthetic experience also 
captured an element of suff ering, as the comprehension gained from the artwork 
may be painful. In the current chapter, I will focus on the experience of the 
observer (emotional and cognitive) that sums up in the aesthetic appreciation of 
a specifi c medium: fi lm. To better understand how aesthetic appreciation is being 
created within the fi lm viewer, I will look into research in psychological aesthetics. 

Key empirical work performed in the fi eld of psychology of aesthetics led to 
the development of models of aesthetic appreciation (e.g., Berlyne, 1971; 1974; 
Whitfi eld, 1983; Reber, Schwarz, & Winkielman, 2004; Eckblad, 1978; 1981a; Leder, 
Belke, Oeberst, & Augustin, 2004) that capture the way aesthetic appreciation of an 
art object is being experienced by the observer.2 Even though all these models were 
developed with a focus on fi ne arts rather than fi lm, they could be adapted to fi lm 
viewing too, as mentioned a few paragraphs above. Th e most complex such model 
and the most suitable for fi lm is the model of aesthetic judgments and appreciation 
developed by Leder, Belke, Oeberst and Augustin (2004) for visual arts. Th e model 
(Leder et al., 2004) takes into consideration both the stimulus and the observer 
and both the cognitive and emotional aspects of the experience leading to the 

2  Mostly all of the existing models of aesthetic appreciation (e.g., Berlyne, 1971; 1974; Whitfi eld, 1983; 
Reber, Schwarz, & Winkielman, 2004; Eckblad, 1978; 1981a) were developed with a focus on art as 
aesthetic object, such as it is mentioned in the main text. However, I want to make it clear that in this 
chapter I consider that any object could be aesthetic, and when I discuss fi lm as aesthetic object, I 
don’t assume it has to be art. I do not make any normative judgment of what is art and what not when 
it comes to fi lm.
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fi nal appreciation. Th is model is the main theoretical background I will use in this 
chapter for its completeness, and for its particular focus on visual arts, fi lm being 
one of it. Later in the chapter, I will describe the model in detail. 

The Art Reception Survey, developed by Hager, Dagemann, Danner and 
Schankin (2012) for paintings, is the most complete existent instrument that 
measures aesthetic appreciation, as it mirrors the model of aesthetic judgments 
and appreciation (Leder et al., 2004). I will use the model of aesthetic judgments 
and appreciation developed by Leder and his colleagues (2004), as well as ARS, 
as starting point for the purpose of this chapter: to reach a model of aesthetic 
appreciation of fi lm, and a scale to measure it. 

If one attempts to arrive at a measurement instrument for aesthetic 
appreciation of fi lm, and an available scale for appreciation of fi ne arts is the starting 
point, one needs to carefully consider features of the fi lm medium that render its 
experience unique. First, fi lm is more heterogeneous than fi ne arts. Some fi lms 
are considered as popular culture and entertainment (Prinz, 2007), while some 
others, like experimental fi lms, are considered fi ne arts3 themselves (Rees, White, 
Ball, & Curtis, 2011). Popular fi lm is not a homogenous genre either, with a large 
variety of fi lm styles and genres that may be appreciated diff erently too. Th e popular 
movies have a clear narrative structure and a large exposure; diverse groups of 
people from developed and developing countries watch them in cinemas or at 
home. Experimental fi lm’s form can be narrative, but it is more oft en abstract or 
associative (Borwell & Th ompson, 1979), watched by a cultural elite, and viewings 
take place in particular art-oriented locations, like museums. Finding a single model 
for, and a scale measuring aesthetic appreciation, accounting for diversity of fi lms 
and audiences groups, seems more challenging than constructing a scale measuring 
aesthetic appreciation with paintings. Second, in the case of fi lms there is seldom 
one maker, as it is the case with paintings, but there is collective authorship. Th is 
aspect can also infl uence the way the viewer relates to the fi lm, to its makers, and 
ultimately how appreciation is created. Th ird, diff erent from fi ne artworks, fi lm 
has a time-based structure (Sherak, 2011), with dynamic and constantly changing 

3  I don’t hold the expectation that some fi lms are art while others are not, as I do not expect that only 
some types of fi lm lead to aesthetic appreciation, but I do consider that putting an object either in 
the art or the non-art category prior to the viewing, may aff ect the way aesthetic appreciation of that 
object works. Viewers’ expectations regarding the nature of the admired objects (in this case fi lm), 
may aff ect aesthetic appreciation.
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imagery, and involving multimedia stimuli (e.g., moving image, sound). Th ese three 
particularities of fi lm were taken into account when adapting the model of aesthetic 
appreciation developed by Leder and his colleagues (2004) to fi lm. Similarly, I 
developed a scale to measure aesthetic appreciation of fi lm, beginning with the 
adaptation of ARS to the three particularities of fi lm I have just mentioned. Th e 
emerging Scale of Aesthetic Appreciation of Film is a necessary tool that allows 
researchers in psychological aesthetics and fi lmmakers too to distinguish between 
fi lm styles and types of audience in terms of aesthetic appreciation. SAAF is also an 
important fi rst step towards conducting further research on aesthetic appreciation 
of fi lm: understanding what leads to aesthetic appreciation in fi lm viewing and what 
consequences aesthetic appreciation may have on the viewers. 

TRENDS IN PSYCHOLOGICAL MODELING OF AESTHETIC 
APPRECIATION
In the recent works on the psychology of aesthetics, there has been an increasing 
trend in abandoning the concept of beauty as a sole quality criterion of art. 
Psychological studies of aesthetic appreciation focused originally on fi ne arts as 
stimuli. In the 1960s, simplifi ed stimuli were used as aesthetic stimuli to identify 
stimulus features responsible for aesthetic appreciation in more general terms. Th e 
notion that the relevant aesthetic features could also be found in other objects 
than artworks became dominant. Somewhat confusingly, aesthetic stimuli were 
oft en referred to as “art stimuli” though. In the next section, dealing with the most 
current models of aesthetic appreciation, I will settle on the terminology.  

From the nineteen-sixties on it was demonstrated that aesthetic judgments 
were on the one hand the result of automated arousal responses to sensory 
stimulation, and on the other of intensive cognitive processing (e.g., Berlyne, 
1971; 1974; Eckblad, 1978; 1981a). Cognitive eff ort is frequently viewed as self-
rewarding. When the cognitive process is successful, and the diffi  culty is overcome, 
one experiences satisfaction. Th is trend is noticeable in the most recent models of 
aesthetic appreciation, which tend to move towards an information-processing 
approach, and I present a number of these models.

1) Berlyne’s collative-motivational model (1967; 1971) advocates that an 
art stimulus must possess a moderate level of arousal-potential to bring a high 
appreciation in the observer. Berlyne mentioned that arousal in art is provided 
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by a discrepancy either between the incoming information and the information 
the observer already has, or between distinct parts of the incoming information. 
Such discrepancy requires an intensifi cation of the cognitive processing to achieve 
comprehension of the artwork, and this diffi  culty leads to appreciation. 2) Th e 
preference-for-prototypes model of Whitfi eld (1983) suggests the opposite from 
Berlyne’s model, observing that appreciation for artworks grows if they are a 
prototype of their category, therefore not much diffi  culty being encountered 
in comprehension. 3) Th e preference – for – fl uency model of Reber, Schwartz 
and Winkielman (2004) also seems to suggest that fl uency and familiarity with a 
stimulus increase appreciation. However, all three models only looked into how 
the characteristics of the stimuli aff ect appreciation, while none looked into the 
way expertise with art, the expectations and personal experience of the viewer 
would infl uence the process of aesthetic appreciation. All three models failed to 
capture the fact that aesthetic appreciation is the result of the interaction between 
art stimuli diffi  culty and the viewer’s competency with art. 4) Silvia’s appraisal 
of interest model (2005a, 2005b, 2005c, 2006a) and 5) Eckblad’s Cognitive-
Motivational Model (1978; 1981a) were reactions to Berlyne’s model (1971), and 
the fi rst models that acknowledged that the stimuli must have a relatively high 
level of diffi  culty, but the viewer must also have the capacity to comprehend them 
in order for aesthetic appreciation to be experienced. Eckblad (1978; 1981a) for 
example advocated that mental schemes mediate aff ective response to stimuli 
rather than arousal. She proposes that new information triggers processes of 
schema assimilation and assimilation resistance. Further, she claims that there 
must be a moderate level of assimilation resistance for pleasure and appreciation 
to be high. 

All models of aesthetic appreciation that attempt to relate the viewing 
experience with features of visual artworks cover major aspects of how aesthetic 
appreciation comes to be. However, none of them captures the whole picture: 
to take into account both cognitive and aff ective processes as they develop 
together, the fi nal aesthetic appreciation output, and individual diff erences on 
both a personal and expertise level. As one recent exception, Leder and his 
colleagues (2004) developed the model of aesthetic judgment and appreciation 
that takes into account all the aspects related to the aesthetic experience that are 
mentioned above. I will describe this model more in detail in the next section 
of the chapter. 
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MODEL OF AESTHETIC JUDGMENT AND APPRECIATION
Probably the most infl uential account in psychological aesthetics is the model 
of aesthetic judgment and appreciation developed by Leder, Belke, Oeberst and 
Augustin (2004). It explains the whole process (cognitive and aff ective) evoked by 
viewing artworks, especially paintings. It will be the basis for the study that I report 
in this chapter According to Leder et al.(2004), art is the prototypical domain for 
aesthetic research, although researchers recognize that aesthetic experience can 
result from exposure to other sorts of stimuli, such as human faces (Etcoff , 1999) 
or products of industrial design, such as cars (Hekkert, Snelders, & van Wieringen, 
2003; Leder & Carbon, in press). Leder et al. (2004) assume, as is usually the case 
in psychological aesthetics, that the details of the aesthetic depend on the viewer. 
Aesthetic emotions are non-utilitarian experiences, and they require a “set”, 
notably a safe environment, in which people decide to aesthetically contemplate 
the object. Artworks are among the stimuli that aff ord such a set. An important 
contribution of the model is that it explicitly addresses contemporary artworks 
that can only be dealt with as aesthetic objects if the perceiver invests a great 
deal of cognitive eff ort. According to Leder and his colleagues (2004), aesthetic 
experience is a cognitive appraisal process, under the infl uence of the constantly 
upgrading aff ective states, resulting in two distinct outputs: aesthetic judgments, 
based on cognitive information processing, and aesthetic emotion, based on the 
aff ective state of satisfaction. 

Th e model identifi es fi ve diff erent information processing stages, paired to 
aff ective reactions, starting with the fi rst exposure to the stimuli, and culminating 
in a fi nal evaluation of the piece of art. Th e authors mention that the model 
should work for fi lm too, but as the examples they give are exclusively related to 
paintings, it remains to be seen whether or not it does. In this section I will try 
to apply the model of Leder and his colleagues (2004) to fi lm. Th e fi ve cognitive 
stages described by the model are: 1) A perceptual one, when the visual stimuli are 
registered and analyzed – in the case of fi lms this would involve the video image 
stimuli, the motion, and the sound too; 2) Th e implicit memory integration stage, 
during which the information is implicitly assessed based on previous experience 
with the medium; it can take place without conscious awareness, as the viewer 
can recognize the action and the mood of the fi lm scene, drawing on experience 
with editing techniques (Smith, 2005) and soundtracks; 3) Explicit classifi cation, 
which is the deliberate involvement with the fi lm; based on expertise with movies, 
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the individual consciously processes information related to style, content, and 
places it to a category or another in terms of genre – at this stage expectations 
about the future developments of the fi lm may occur (Visch & Tan, 2009); 
4) Cognitive mastering refers to fi nding a meaning to the artwork, therefore it 
involves higher order interpretations; in the case of fi lm, this stage can refer to 
either meaning in the story-world, like understanding of subtle motivations of the 
characters, or understanding of the fi lm as an artifact, i.e. presenting story events 
in a particular way aiming to aff ect the viewer (Tan, 1996); 5) Evaluation of the 
artwork. For instance, specifi c lighting used for a scene may be the trademark 
of a particular director or may suggest a deeper life meaning. Regarding fi lm, I 
consider the idea that stages overlap with one another. Film viewers must make 
sense of a constant fl ow of information and adapt new, unexpected information to 
previous interpretations. Comprehension consists of back-and-forth assessment 
of story-world and fi lmic events. When the fi lm ends, a fi nal appreciation emerges 
based on all given information, and this appreciation encompasses both aff ect and 
judgment. 

Th e model of Leder and his colleagues (2004) takes into account both the 
characteristics of the visual artwork and the observer’s expertise with the form of 
art. Whether a diffi  culty is encountered, the challenge accepted, and the successful 
cognitive processing achieved, depends not only on the artwork, but also on the 
observer’s expertise with the medium and personal life experience. Th ere is a 
delicate balance between the level of ambiguity of the artwork and the capacity 
of the individual to add a meaning to it. If the activity is too diffi  cult to perform, 
viewers will disengage from it, and feel distress. If, however, the task does not 
match the skills of the individuals, by being too simple, they may get bored, lose 
interest and again, disengage. Expertise is crucial for cognitive processing and 
appreciation. Art experts will most oft en process art attending to style and visual 
features, while naive observers will process it attending to their own emotional 
states, and the content of the artwork (Parsons, 1987; Winston & Cupchik, 1992). 
Previous empirical studies showed that style-based processing is a sign of expertise 
(Winston & Cupchik, 1992). Modern art requires expertise for the observer to 
attribute a meaning to it – meaning can be found through style knowledge and the 
overall knowledge of the maker’s work (Winston & Cupchik, 1992). 
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Aesthetic emotion is presented in the model as going hand in hand with the 
cognitive processing, the two reinforcing each other constantly. Leder and his 
colleagues (2004) do not extensively label the emotion associated with aesthetic 
experiences, though. When a challenge within an artwork is resolved, the resulting 
emotion is expected to be positive, while failures in comprehending the artwork 
are expected to result in purely negative emotions. Th e aesthetic emotion in 
Leder et al.’s model (2004) is the emotion aff orded by the viewer’s performance in 
cognitive mastering of the artwork. A positive aesthetic emotion would reinforce 
the desire to discover more about artwork. Th ese emotions are close to what Silvia 
(2009, 2010) names “knowledge-based emotions”, of which interest is a prototype 
abundantly occurring in response to fi lm as well as other narrative forms and 
works of fi ne art (Tan, 1996). 

Th e model of aesthetic judgment and appreciation (Leder et al., 2004) is 
the most up to date such model at the moment. It has been the basis of the ARS 
scale developed that was validated for paintings by Hager et al. (2012); ARS is 
the scale I consider the state-of-the-art instrument for aesthetic appreciation, 
which I attempt to extend to the fi lm domain. Leder et al.’s proposal (2004), as 
I sketched it, is also the theoretical background for the development of the Scale 
of Aesthetic Appreciation of Film. Th e model defi nes aesthetic appreciation as a 
cognitive process in the fi rst place, involving the identifi cation of diffi  culties in 
understanding a stimulus, accepting the challenge of comprehension, and fi nally 
succeeding in fi nding a meaning of the visual artwork. Th e perception of beauty, 
the positive appreciation of the stimuli, and even the emotion of awe (Peterson 
& Seligman, 2004; Pearsall, 2007), which are usually associated with aesthetic 
appreciation, may be the result of the successful cognitive processing (Leder et al., 
2004). 

MEASURES OF AESTHETIC APPRECIATION
Many scales of aesthetic appreciation have been developed within the past years 
(Rowold, 2008; Hagtvedt, Hagtvedt, & Patrick, 2008; Hager et al., 2012), but Hager 
and her colleagues (2012) off er a complex range of dimensions to their scale, both 
cognitive and aff ective, in accordance with the model of Leder et al. (2004). Hager 
et al.’s scale takes into account the viewer as well as the level of expertise he or 
she has with the form of art, as well as the extent to each he or she can personally 
relate to it. In contrast to Hager et al.’s scale, the other similar scales cover less of 
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the concept. I will shortly introduce the other scales, and then focus more on the 
structure of ARS (Hager et al., 2012) and on how it relates to Leder et al.’s model 
(2004). 

Rowold’s Survey for the Assessment of Aesthetic Perception (2008) contains 
16 items, which load on three factors labeled emotion, cognition, and self-
congruence. However, the instrument fails to capture those aesthetic judgments 
that are most commonly associated with aesthetic appreciation: e.g., beautiful/
not beautiful, pleasant/not pleasant, interesting/boring, good/bad, though most 
empirical studies on aesthetic appreciation use these items for self-report (e.g., 
Carbon & Leder, 2005; Cox & Cox, 2002; Hekkert, Snelders, & van Wieringen, 
2003; Leder, Carbon, & Ripsas, 2006). Moreover, the emotional dimension of 
this scale only captures emotions with positive valence. Hagtvedt and colleagues 
(2008) developed a scale that is comprised of two main dimensions, namely 
valence and arousal,, which constitute four factors that describe the emotional 
reaction to artworks (negative high arousal, negative low arousal, positive high 
arousal, positive low arousal). 

As said, Hager and her colleagues (2012) have developed the most complete 
scale of aesthetic appreciation with visual artworks (ARS) that derives from 
the model of aesthetic judgment and appreciation developed by Leder and his 
colleagues (2004). I choose to focus on ARS rather than on any other similar 
instruments because it is unique in its scope, covering the whole experience of 
aesthetic appreciation, and it represents cognitive and aff ective dimensions. Th eir 
scale has six diff erent dimensions that cover: 1) Cognitive stimulation, which stands 
for the cognitive processing involved in understanding the artwork; 2) Artistic 
quality that represents the judgment of the object as good art; 3) Positive attraction, 
and 4) Negative emotionality, together capturing a broad range of aesthetic 
emotions, of both positive and negative valence; 5) the observer’s Expertise and 6) 
Self-reference that points to the personal connectivity with the artwork. Th is scale 
covers Leder et al.’s model (2004) to a large extent, and it actually adds a range 
of aesthetic emotions that do not directly emerge from the model. Th ese added 
emotions are the emotions in the negative emotionality dimension, also proposed 
by Silvia (2007; 2009) as aesthetic emotions. For the entire scale, see Table 1. In the 
next paragraph I will describe each ARS dimension with examples of items. 
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Cognitive stimulation is a dimension that measures perceived cognitive eff ort, 
paired with the positive aspect of interest and desire to take the cognitive challenge 
(e.g., ‘� is painting is thought-provoking’; ‘It’s fun to deal with this painting’). Artistic 
quality dimension refers to judgments of creativity and quality of the artwork (e.g., 
‘� is painting features a high level of creativity’). Positive attraction is a dimension 
that measures an aff ective connection with the artwork, and the perception of 
beauty (e.g., ‘� is painting thrills me; ‘I would consider to pay a huge amount of 
money to buy this piece of art’). Th e dimension of negative emotionality consists 
of aversive aesthetic emotions (Silvia, 2007; 2009; e.g., ‘� is painting makes me 
feel afraid’; ‘� is painting makes me sad’). Th e dimension of expertise refers to the 
perceived competence one has with the artwork, and not necessarily the actual, 
objective expertise. Th e items point to familiarity with the artwork (e.g., ‘I am 
familiar with this painting’), familiarity with the style and perceived capacity to 
fi nd a meaning of the artwork (e.g., ‘ I have an idea of what the artist is trying to 
convey with this painting’). Th e self-reference dimension points to the capacity an 
individual has to relate the artwork to his own life experience in more general 
terms (e.g., ‘ � is painting makes me think about my own life history’). 

However complex ARS is, there are some aspects of aesthetic appreciation 
that are not covered by it. For instance, at the emotional level, the knowledge-
based aesthetic emotions suggested in the model of Leder et al. (2004) are missing 
ARS; as well as the self-conscious aesthetic emotions mentioned by Silvia (e.g., 
guilt, shame); and wonder, awe, and the feeling of being changed due to the 
exposure to the artwork (Peterson & Seligman, 2004). Th e negative emotionality 
dimension in ARS is made out of aversive emotions (Silvia, 2007; 2009) that, 
strangely enough, correlate positively with the other dimensions of ARS (e.g., 
cognitive stimulation, positive attraction). Such positive correlations are actually 
in line with the psychological aesthetics literature. It seems that negative emotions 
are related to meaning found in artworks, and contribute to their appreciation 
(Dewey, 1934; Silvia & Brown, 2007; Silvia, 2009). 
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Table 1. Art Reception Survey – ARS (Hager et al., 2012)
SUB-SCALES  ITEMS
I.Cognitive stimulation  1. Th is painting makes me curious. 

 2. Th is painting is thought-provoking. 
 3. It is exciting to think about this painting. 
 4. It is fun to deal with this painting. 
 5. I would like to learn more about the background of this painting.  

II.Negative emotionality  6. Th is painting makes me feel afraid.     
 7. Th is painting makes me sad.
 8. Th is painting makes me feel troubled. 
 9. Th is painting makes me feel lonesome. 
 10. Th is painting disgusts me. 

III.Expertise  11. I can relate this painting to its art historical context.
 12. I can relate this painting to a particular artist. 
 13. I know this painting.
 14. I have an idea what the artist is trying to convey with this painting. 
 15. With regard to its content, this painting remains inaccessible to me. 

IV.Self-reference  16. Th is painting makes me think about my own life history. 
 17. I can associate this painting with my own personal biography.  
 18. Personal memories of mine are linked to this painting.
 19. Th is painting mirrors my own personal emotional state. 

V.Artistic quality  20. Th is painting is unique.
 21. Th is painting features a high level of creativity.
 22. Th e composition of this painting is of high quality.
 23. Th e artist’s manner of painting is fascinating.
 24. Th is painting is very innovative. 

VI.Positive attraction  25. Th is painting is pleasant.
 26. Th is painting is beautiful.
 27.  I would consider to invest a large sum of money to buy this piece of art. 
 28. Th is painting thrills me.
 29. I feel inspired by this painting. 

OVERVIEW OF THE STUDY

Th e purpose of this chapter is to develop and test a complex, multi-dimensional 
instrument to measure aesthetic appreciation of fi lm – a Scale of Aesthetic 
Appreciation of Film (SAAF). I aim to fi nd the best solution to capture both 
the cognitive and the aff ective processes that lead to the actual judgment and 
appreciation of the aesthetics of fi lms. I started from the best of the existing 
models of aesthetic appreciation (Leder et al., 2004; Silvia, 2007, 2009; Peterson 
& Seligman, 2004), and ARS, the scale developed by Hager and her colleagues 
(2012). I attempted to preserve the structure of the ARS as validated by Hager 
and her colleagues, and add two elements to it: 1) appreciation of fi lm medium 
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particularities: a) fi lm has a time-based character, meaning that it unfolds in time, 
and always provides new information; b) fi lm is more heterogeneous in style and 
mode of interaction with the viewers; and c) fi lm oft en has more than one maker; 
2) aesthetic emotions, including a) self-conscious emotions and b) awe-related 
emotions. Because the added elements are still within the confi nes of the model 
of aesthetic judgment and appreciation developed by Leder and his colleagues 
(2004), I expect that the structure of ARS will be replicated in SAAF.  

To achieve my goal, I started by generating an initial set of items, based on 
previous research. Th e items were mostly adaptations to fi lm from ARS, including 
some new items that capture aspects of aesthetic appreciation not measured in 
ARS. A large sample of participants completed the survey three times, aft er viewing 
three fi lm clips, of a diff erent style each (Hollywood production, Art House and 
experimental). As I am not interested in capturing diff erences between fi lm 
styles, but want to develop an instrument that can measure aesthetic appreciation 
regardless of fi lm style, I computed average scores for each scale item in part from 
the scores they got for the three fi lms viewed by each participant. In the fi rst stage, 
I investigated the dimensional structure of the joint measurement items, testing 
how the six-factor model of ARS, performs with fi lm. According to the model of 
aesthetic judgment and appreciation (Leder et al., 2004), there should be a strong 
similarity between the observed dimensions and those of ARS. I also explored 
whether there was a better matching model for fi lm than the six-factor one, as 
there is a chance that due to the medium diff erences and the diff erent experience 
people have with movies than with paintings, aesthetic appreciation may be 
working diff erently for the two. Finally, I investigated whether there were major 
diff erences in the aesthetic appreciation model between the three fi lm styles.

In the second stage, I proceeded from dimensional or factor structure to 
developing a measurement instrument: the Scale of Aesthetic Appreciation of 
Film (SAAF). Th e best fi tting dimensional model from stage 1 was used as the 
starting point. Item selection resulted then in the scale proposed to measure 
aesthetic appreciation of fi lms from any genre, in a valid and reliable way. Th e 
third stage validates SAAF further, by assessing its potential for predicting known 
diff erences 1) between fi lm styles and 2) between fi lm audience groups. Can SAAF 
discriminate between fi lm styles and fi lm audiences; and do some dimensions 
discriminate better than others? 
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METHOD

MEASURES
We had 58 items in the initial set. In Table 2 you can fi nd all 23 items directly 
adapted from ARS marked with an asterisk (for ARS items see Table 1), together 
with the remaining 35 items that were less direct adaptations of ARS due to media 
diff erences. Th ese less direct adaptation are the items pointing to the aesthetic 
emotions of Silvia (2007; 2009), as well as other items pointing to the feeling of 
awe and deeper understanding of life due to the fi lm, or just items pointing to 
medium specifi c appreciation aspects. As an example of such an item: because of 
the time-based character of fi lms, curiosity could be measured through an item 
like ‘ At times, this � lm made me curious’ adapting the original ’� is painting makes 
me curious’. To make sure I capture the type of curiosity referred to in ARS, I have 
decided to use both versions of the item, and check whether they are part of the 
same factor, and which one loads better on it (see Tables 1 and 2). 

Some ARS items from ARS had to be completely replaced because of the 
diff erent experience people have with fi lms as compared to paintings. As example, 
‘I would consider to invest a large sum of money to buy this piece of art’ was replaced 
with ‘ If I were a � lm collector, I would like this � lm to be part of my collection’, 
because fi lms are so easily available, and it is not necessary to invest large amounts 
of money to own one. All the 58 items the capture aesthetic appreciation rate on 
7-point Likert-type scales ranging from 1 (‘completely disagree’) to 7 (‘totally agree’).

PARTICIPANTS, DESIGN AND PROCEDURE 
We recruited 322 students from University of Amsterdam as participants in the 
study, additional 9 participants from an experimental fi lm event organized at 
the Eye Film Institute in Amsterdam, 18 more participants from Facebook art-
house and experimental fi lm groups, and 7 from the International Film Festival in 
Rotterdam. Some of the participants did not complete the surveys or gave similar 
answers to all questions, so I did not include their answers in the data analysis. I 
ended up with a sample of 320 participants (217 females). Th e average age was M= 
25 years (SD = 9.5; range = 18-69). 

Th e study was online, designed with Qualtrics. Each participant watched three 
fi lm scenes (either by established directors, or emerging talents – I had two diff erent 
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sets of fi lms chosen based on generation of fi lmmaker for the sake of generalizability 
of my fi ndings): a Hollywood production, an Art House fi lm, an experimental fi lm. 
Each fi lm scene was preceded by the short text introducing the scene, and aft er 
viewing each fi lm scene, participants had to fi ll in a questionnaire with the entire set 
of items, meaning that the questionnaire was fi lled in three times by each participant. 
Th e order of the three fi lms each participant watched was randomized. Two questions 
were added to the questionnaires to capture the level of comprehension of the fi lm 
scenes, the participants having to rate the questions on a 7-point Likert-type scales 
ranging from 1 (‘completely disagree’) to 7 (‘totally agree’). Th e level of understanding 
was above the scale’s midpoint (M = 4.36; SD = 1.07).

Table 2. Th e Initial Set of Items
  INITIAL SET OF ITEMS
 1. *Th is fi lm makes me curious. 
 2. *Th is fi lm is thought-provoking.
 3. It is challenging to think about this fi lm. 
 4. *I would like to learn more about the background of this fi lm. 
 5. It is stimulating to make sense of this fi lm.
 6. **I would like to know more about the making of this fi lm.
 7. **I would like to learn more about the story of this fi lm.
 8. **While watching this fi lm I felt curious at times.
 9. I fi nd this fi lm confusing.
 10. I fi nd irritating the lack of sense in this fi lm.

 11. *Th is fi lm makes me feel afraid.
 12. *Th is fi lm makes me feel sad.
 13. *Th is fi lm makes me feel troubled. 
 14. *Th is fi lm makes me feel lonesome.
 15. *Th is fi lm makes me feel disgusted.
 16. ***Th is fi lm makes me feel angry.
 17. Th is fi lm makes me feel profoundly ill-at-ease.
 18. ***Th is fi lm makes me feel intensely disturbed.
 19. Th is fi lm makes me feel shocked.
 20. ***Th is fi lm makes me feel surprised.
 21. ***Th is fi lm makes me feel confused.
 22. ***Th is fi lm makes me feel interested.
 23. ***Th is fi lm makes me feel pride.
 24. ***Th is fi lm makes me feel ashamed.
 25. ***Th is fi lm makes me feel guilty.
 26. ***Th is fi lm makes me feel regret.
 27. ***Th is fi lm makes me feel embarrassed.

 28. *I can associate this fi lm with my personal life history.
 29. *Personal memories of mine are linked to this fi lm.
 30. *Th is fi lm makes me think about my own life history.
 31. *Th is fi lm mirrors my own emotional state.

 32. **I am familiar with this fi lm genre.
 33. *I can see how this fi lm fi ts in the history of fi lm as art.
 34. *I can relate this clip to a particular fi lmmaker.
 35. Th is fi lm shows that the maker has an unique personal style. 
 36. *I have an idea of what the director is trying to convey with this fi lm.
 37. *With regards to its contents, this fi lm remains inaccessible to me.
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  INITIAL SET OF ITEMS
 38. *Th is fi lm is unique. 
 39. *Th is fi lm features a high level of creativity.
 40. **Th e making of this fi lm is of high quality.
 41. **Th e construction of this fi lm is of high quality. 
 42. *Th is fi lm is very innovative.
 43. **I appreciate the way style was used to make the fi lm interesting. 
 44. **Th e fi lmmakers’ craft smanship is of high quality. 
 45. **I fi nd this fi lm interesting because it is told in a diff erent way than normally. 
 46. **I thought the story in this clip was artistically interesting. 
 47. **Th e style that was use made the events of the story more special. 
 48. **If I were a fi lm collector, I would like this fi lm to be part of my collection. 

 49. *I feel inspired by this fi lm.
 50. Aft er watching this fi lm, I felt that my understanding of life was deepened. 
 51. While watching this fi lm I sensed something that I could not fi nd a way to express.
 52. *Th is fi lm is pleasant.
 53. *Th is fi lm is beautiful.
 54. *Th is fi lm thrills me.
 55. Th is fi lm makes me feel intense delight.
 56. Th is fi lm makes me feel profound wonder.
 57. Th is fi lm makes me feel deeply astonished.
 58. Th is fi lm is meaningful. 

Note. *Literal reproduction from ARS (Art Reception Survey) with “painting” replaced by “fi lm”;
**Adaptations of ARS; 
***Aesthetic emotions missing from ARS, as suggested by Silvia( 2007; 2009).

In the last questionnaire participants were asked some questions about their 
taste and experience with movies (objective fi lm expertise): they had to mention 
through open-ended questions the favorite fi lms watched during the last two years 
and the names of their favorite fi lm directors. Th ey were also asked to pick their 
favorite fi lm genres and how oft en they go to the cinema, how oft en they watch 
movies, and how oft en they attend movie events. Th ey were also asked to rate 
on a scale from 1 (‘not at all important’) to 7 (‘very important’) several reasons 
why they watch movies (e.g., entertainment, refl ection, meaningful experience). 
Th e interest in experimental fi lm and art video installations was rated separately 
with two diff erent questions, on the same scale. Th e last questionnaire contained 
questions about the age and gender of the participants too. 

Table 2. Continued
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MATERIALS
Films
Six fi lm scenes, belonging to three diff erent styles, were selected as materials: 2 
traditional Hollywood productions (mainstream fi lms usually awarded by the 
Academy of Motion Pictures Arts and Science), 2 belonging to the Art House 
genre and 2 experimental fi lms. For reasons of generalizability, each genre was 
represented with two scenes from diff erent titles. Th e fi lms were drawn from 
two sets: 1) Films directed by well-established directors, like Martin Scorsese 
(Hollywood production, Art House, and experimental); 2) Directed by emerging 
talents, like Ben Affl  eck (Hollywood production, Art House, experimental). 
Participants were randomly assigned to watch either one group of fi lms or the 
other. Th e fi lm scenes were extracted from feature fi lms.

Th e selection of fi lms used as stimuli was based on expert acclaim of quality. 
Even if the three categories employ diff erent fi lm making styles, there is some 
acknowledgement of quality and artistic elements contained in each of them. 
As criterion for agreed acclaim I chose fi lms that got ‘best fi lm’ awards at major 
festivals. I distinguished three expert communities that defi ne fi lm as art in 
diff erent ways: 1. Th e Academy of Motion Pictures Arts and Sciences delivers the 
Oscars, usually to Hollywood productions, of a traditional style; 2) Th e Art House 
fi lm expert community off ers awards at the leading fi lm festival of Berlin; 3) Th e 
Ann Arbor Film Festival gives awards to high quality experimental fi lms. To see 
the original fi lm titles and the length of the scenes I used, see Table 3.   

Th e length of the selected scenes ranged from 2 minutes to 6 minutes and a half. 
Some scenes were complete, uncut (short) fi lms. All cut scenes were taken from 
fi lms at 40-49 minutes from their start. A scene was cut out of the experimental 
fi lm aft er the fi rst quarter of the movie. Th e fi lms were in diff erent languages, and 
all of them had English subtitles. Th e Dutch participants were fl uent in English. 

Text
Each fi lm was preceded by a short text with background information of the story. 
Th e descriptions were adaptations from the synopsis texts on the International 
Movie Database website (IMDB). Th e texts were in English.
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Table 3. Film Titles Used as Stimulus Material – Segment Duration
FILM STYLE

TRADITIONAL 
HOLLYWOOD

ART-HOUSE EXPERIMENTAL

Established director Th e Departed1

(4 min. 57 s)
Intimacy2

(5 min. 57 s)
Chinese Series3

(2 min. 7 s)
Emerging talent Argo4

(4 min. 56 s)
Gegen die Wand5

(5 min. 22 s)
In the Absence of Light, 

Darkness Prevails6

(5 min. 2 s)
1 Grey, B., King, G., Pitt, B. (Producers), & Scorsese, M. (Director) (2006). � e Departed. USA/
Hong Kong: Warner Bros., Plan B Entertainment, IEG, & Vertigo Entertainment. 
2 Cassavetti, P., Hinstin, J. (Producers), & Chéreau, P. (Director) (2001). Intimacy. France/UK/
Germany/Spain: Téléma. 
3 Brakhage, S. (2003). Chinese Series. USA: Stan Brakhage. Retrieved from https://www.youtube.
com/watch?v=w2qL2rwgJsM.
4 Affl  eck, B., Clooney, G., Heslov, G. (Producers), & Affl  eck, B. (Director) (2012). Argo. USA: 
Warner Bros. & Smokehouse Pictures. 
5 Akdeniz, A., Schubert, S., Schwingel, R. (Producers), & Akin, F. (Director) (2004). Gegen 
die Wand. Germany/Turkey: Arte, Bavaria Film International, NDR, Panfi lm, & Wüste 
Filmproduktion. 
6 Silva, F. (Producer and Director) (2010). In the Absence of Light Darkness Prevails. Brazil/USA: 
Fern Silva. Retrieved from https://vimeo.com/31342808.

CRITERION VARIABLES
Together with � lm style (Traditional Hollywood, Art House, experimental) that 
is a criterion variable, I obtained a second criterion variable: audience. I obtained 
three diff erent audience groups (traditional Hollywood fi lm audience, Art House 
fi lm audience and experimental fi lm audience) based on: 1) the source of the 
data, and 2) the coding. I recruited participants on Facebook groups and during 
fi lm events specialized on target fi lm styles (traditional Hollywood, Art House 
or experimental). I used this information to further code the questions at the 
end of the questionnaire about fi lm genre preferences, reason to watch movies, 
frequency of watching movies and attending fi lm events and experimental video 
installations. In the end the study had 226 Hollywood fi lm audience members, 
76 Art House audience members and 18 experimental fi lm audience members 
as participants. 

38301Doicaru.indd   117 08-01-16   17:56



118

CHAPTER 4

RESULTS

Th e entire set of 58 items was subjected to PCA. Scores of all items were averaged 
across the three fi lm styles, as I was not interested in investigating diff erences 
between the styles, but rather in capturing the more general model of aesthetic 
appreciation of fi lm. 

STAGE 1A – FACTOR STRUCTURE OF THE COMPLETE ITEM SET
During stage 1 of the data analysis, I aimed to identify how the 6-factor model that 
works best for aesthetic appreciation with paintings (see ARS in Table 1) would work 
with fi lm. I ran a six factor solution PCA with oblique rotation (Direct Oblimin). 
Th e data met the Kaiser-Meyer-Olkin’s sample adequacy criteria, 95, confi rming 
the appropriateness of using factorial models. Th e rotation of the factors was done 
because correlations between some of the factors were considerable. Following 
Hager et al.’s procedure, all items with a loading higher than .40 on the main factor, 
and lower than .30 on the other factors were retained in the model (Hager et al., 
2012). Six factors, which were similar in content to the factors in ARS, emerged 
(see Table 1 and Table 4). Th e fi rst factor explains by itself 37.44% of the data 
variance, while the entire six-factor solution explains 69.43 % of variance.

All but one factor could be labelled exactly aft er the factors in ARS: 1) Cognitive 
stimulation, 2) Negative emotionality, 3) Self-reference, 4) Artistic quality, and 5) 
Positive attraction (see Table 4). Th e remaining factor could not be interpreted as 
Expertise; it seemed to measure something more like Understanding (see Table 4). 
In total 46 items made it in the six-factor model of aesthetic appreciation of fi lm. 

Th e factors are all correlated positively with each other, with the exception that 
understanding correlated negatively with all other factors. However, this occurs 
simply because its items are phrased negatively, pointing to lack of understanding 
and confusion (see Table 5 for correlations). For a comparison of original ARS 
with the stage 1A items, see Table 1 that shows ARS, and Table 4 that shows the 
items in the six-factor model of aesthetic appreciation of fi lm. 

A large majority of the ARS items directly adapted to fi lm returned in the 
six-factor model of aesthetic appreciation: 18 out of 23. Initially there were three 
cognitive stimulation items adapted from ARS for fi lm, and all of them emerged 
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in the cognitive stimulation factor of the emerging model, together with six other 
items: an extra item pointing to curiosity, one to interest in general, three to 
capture interest in several aspects of fi lm making, and one to capture cognitive 
diffi  culty – see Table 4). Five negative emotionality items from ARS were adapted 
to fi lm, and all appeared in the negative emotionality factor of the resulting model, 
together with eight other items pointing to other aesthetic emotions: self-related 
emotions and aversive emotions (see Table 4). 

Table 4. Six-Factor Solution Aesthetic Appreciation of Film (58 Initial Items)
FACTOR ITEM

69,43% of total variance explained
LOADING M (SD)

1. Cognitive
stimulation

While watching this fi lm, I felt curious at times*. .92 4.6 (1.14)
(ARS)Th is fi lm makes me curious*. .86 4.51 (1.16)
I would like to learn more about the story of this fi lm*. .85 4.59 (1.18)
(ARS)I would like to learn more about the background of 
this fi lm*.

.82 4.35 (1.22)

It is stimulating to make sense of this fi lm*. .78 4.23 (1.09)
Th is fi lm makes me feel interested*. .73 4.39 (1.12)
(ARS)Th is fi lm is thought-provoking*. .68 4.39 (1.12)
I would like to know more about the making of this fi lm*. .65 3.85 (1.3)
It is challenging to think about this fi lm*. .57 4.16 (1.09)

2. Negative 
emotionality

(ARS)Th is fi lm makes me feel disgusted*. .88 2.66 (1.22)
Th is fi lm makes me feel angry*. .88 2.5 (1.2)
Th is fi lm makes me feel profoundly ill at ease*. .85 2.46 (1.19)
(ARS)Th is fi lm makes me feel afraid*. .83 2.47 (1.22)
Th is fi lm makes me feel ashamed. .82 2.05 (1.12)
Th is fi lm makes me feel shocked*. .81 2.8 (1.24)
(ARS)Th is fi lm makes me feel sad. .8 2.77 (1.32)
Th is fi lm makes me feel intensely disturbed*. .79 2.61 (1.24)
(ARS)Th is fi lm makes me feel lonesome. .79 2.42 (1.21)
Th is fi lm makes me feel guilty. .79 2.02 (1.12)
(ARS)Th is fi lm makes me feel troubled*. .77 2.88 (1.36)
Th is fi lm makes me feel embarrassed. .76 2.09 (1.13)
Th is fi lm makes me feel pride. .54 2.29 (1.19)

3. Self-reference (ARS)I can associate this fi lm with my personal life history*. -.9 1.84 (1.15)
(ARS)Personal memories of mine are linked to this fi lm*. -.89 1.93 (1.01)
(ARS)Th is fi lm makes me think about my own life history*. -.88 2.09 (1.09)
(ARS)Th is fi lm mirrors my own emotional state*. -.87 1.89 (1.02)
Aft er watching this fi lm, I felt that my understanding of life 
has deepened.

-.52 2.53 (1.31)

(ARS)I can relate this fi lm clip to a particular fi lmmaker. -.5 2.61 (1.35)
(ARS)I feel inspired by this fi lm. -.49 3 (1.28)
While watching the fi lm, I sensed something that I could not 
fi nd a way to express.

-.46 2.77 (1.39)
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FACTOR ITEM
69,43% of total variance explained

LOADING M (SD)

4. Artistic quality (ARS)Th is fi lm features a high level of creativity*. .83 4.56 (1.17)
(ARS)Th is fi lm is very innovative*. .82 4.02 (1.09)
Th is fi lm shows that the maker has an unique, personal style. .81 4.22 (1.17)
Th e fi lmmaker’s craft smanship is of high quality*. .76 4.18 (1.18)
Th e construction of this fi lm is of high quality. .72 4.2 (1.12)
Th e making of this fi lm is of high quality. .66 4.19 (1.14)
I fi nd this fi lm interesting because it is told in a diff erent way 
than normally.

.58 4.1 (1.25)

I thought the story in this clip was artistically interesting. .58 4 (1.19)
I appreciate the way the style was used to make the fi lm 
interesting.

.56 4.34 (1.24)

If I were a fi lm collector, I would like this fi lm to be part of 
my collection.

.54 3.57(1.3)

5. Positive 
attraction

Th is fi lm makes me feel profound wonder. -.43 3.24 (1.27)
(ARS)I fi nd this fi lm beautiful. -.42 3.49(1.22)
Th is fi lm makes me feel deeply astonished. -.4 3.02 (1.21)

6. Understanding  I fi nd this fi lm confusing*. .83 4.13 (1.12)
I fi nd irritating the lack of sense in this fi lm*. .75 3.52 (1.11)
 (ARS)With regards to its contents, this fi lm remains 
inaccessible to me.

.43 3.34 (1.17)

Note. *high degree of homogeneity;
ARS = direct adaptations from ARS; 
M = mean; SD = standard deviation.

Table 5. Between-Factor Correlations in Th e Six-Factor Model Aesthetic Appreciation of 
Film
FACTOR 1 2 3 4 5 6
1. Cognitive stimulation - - - - - -
2. Negative emotionality .19 - - - - -
3. Self-reference .25 .38 - - - -
4. Artistic quality .5 .23 .36 - - -
5. Positive attraction .17 .17 .18 .17 - -
6. Understanding -.23 -.18 -.21 -.1 -.01 -

All four self-reference items from ARS (see Table 1) were directly adapted to fi lm, 
and all made it in the self-reference factor of the model, together with four other 
items. Two of the four extra items are direct adaptations from ARS as well but 
belonging to diff erent subscales: one is an adaptation of an expertise item from 
ARS, and the other of a positive attraction item from ARS (see Table 1 for ARS and 
Table 4). Th e other two items point to a deeper understanding of life due to the 
exposure to the fi lm. 

Table 4. Continued
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Th ree artistic quality items of ARS were directly adapted to fi lm, and two of these 
made it in the factor of artistic quality of the emerging model. Th e other eight items 
representing this factor capture the perceived quality of diff erent aspects of the fi lm 
(see Tables 1 and 4). As to positive attraction, only one out of 5 items adapted from 
ARS (‘beauty’) returned in the factor. In addition, two items pointing to awe and 
delight made it as part of the factor (see Table 4). In comparison with ARS, positive 
attraction seems weak and ambiguous as a factor of aesthetic appreciation of fi lm: 
only three items load on it. Five ARS expertise items had been directly adapted to 
fi lm, and one of them (‘With regards to its contents, this � lm remains inaccessible 
to me’) was included in the Understanding factor of the fi lm model, together with 
two other items that capture confusion and lack of understanding (see Table 4). 

STAGE 1B – FACTOR STRUCTURE OF HOMOGENOUS ITEMS 
Given that the aesthetic appreciation of fi lm may diff er between fi lm styles, at 
stage 1B I identifi ed the homogenous items, meaning the items that belong to 
the model of aesthetic appreciation of fi lm regardless of fi lm style. To identify the 
homogenous items PCAs were run for each fi lm style separately with a 6-factor 
solution. Next, I will present the comparison of the three factor structures with the 
overall structure interpreted in stage 1A. Th e comparison will enable us to identify 
fi lm category-homogenous items, that is items that measure the same construct 
across the fi lm categories. I defi ne items as homogenous if they load on factors 
in every model of aesthetic appreciation of fi lm, that is the overall model and the 
ones emerging for each fi lm style in part.

In the case of Hollywood traditional fi lms, the six-factor model of aesthetic 
appreciation was identical to the overall model, but factors were emerged in a 
diff erent order, understanding being extracted before positive attraction: cognitive 
stimulation, negative emotionality, self-reference, artistic quality, understanding and 
positive attraction. In the case of Art House fi lms, the same factors emerged but 
in a diff erent order: artistic quality comes fi rst, followed by negative emotionality, 
self-reference, cognitive stimulation, positive attraction and understanding. 
Understanding is a weaker factor than in the overall model, having only two items, 
and positive attraction did not emerge altogether. In the case of experimental fi lm, 
the extraction order of the factors is also changed to cognitive stimulation, negative 
emotionality, understanding, artistic quality, and self-reference. 
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Based on the four emerging factor structures (the overall one, the traditional 
Hollywood fi lm, the Art House fi lm and the experimental fi lm), I identifi ed the 
fi lm category-homogenous items. Table 4 shows which items were considered fi lm 
category-homogenous (the homogenous items are marked with an asterisk). All items 
of the cognitive stimulation factor are homogenous. Th e negative emotionality factor 
has 7 out of 13 items that are homogenous (see Table 4). Th e emotions that do not fall 
into the homogeneity category are: sadness, loneliness, and the self-related emotions. 

Only 4 items out of the initial 8 in the self-reference factor are homogenous, and 
they are the 4 items directly adapted from ARS to match fi lm (see Table 4). Artistic 
quality has only three homogenous items out of ten. Two of the homogenous 
items are those adapted from ARS (see Table 4 and Table 1), measuring perceived 
creativity and innovation quality, while the third points to the quality of the 
craft smanship of the fi lm (see Table 4). 

None of the positive attraction items are actually homogenous: these items 
keep loading on diff erent factors depending on fi lm style. Th ere is no positive 
attraction factor in the case of experimental fi lm or in the case of Art House 
fi lm, though, in the latter case, some items expected to load on positive attraction 
load on artistic quality. In the case of understanding, two items out of three are 
homogenous, but the only item directly adapted from ARS is not (see Table 4). 
In the end, 25 items out of the 46 that made it in the general model of aesthetic 
appreciation of fi lm are homogenous category (see Table 4). 

When only looking at the homogenous items, it seems that a model with 
six factors is not the most suitable for aesthetic appreciation of fi lm, as one of 
the resulting factors does not have any homogenous item whatsoever (positive 
attraction). In Stage 2 I will proceed exploring the possibility of a better-suited 
model of aesthetic appreciation of fi lm with fewer factors than six.

STAGE 2 – PROPOSED SCALE FOR AESTHETIC APPRECIATION OF 
FILM (SAAF)
Another PCA was run with homogenous items only. Th is means 25 items were 
introduced in this PCA. I used the same oblique rotation procedure – direct 
oblimin. Th e data proved fi t for factor analysis, as it met the Kaiser-Meyer-Olkin’s 
sample adequacy criteria: .92. Using the scree plot for cut-off , a model with fi ve 
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factors seemed suitable, explaining 77.02% of the total variance in the data. All 
25 items loaded high enough on the fi ve factors. Th e emerging factors are the 
same with the ones in the 6-factor model, without positive attraction: cognitive 
stimulation, negative emotionality, self-reference, artistic quality and understanding 
(see Table 6). Th e model of aesthetic appreciation of fi lm with fi ve factors seems 
to be robust, given that all 25 homogenous items loaded on one of the fi ve factors 
suffi  ciently. However, it should be noted that understanding has only two items.

We propose the fi ve-factor solution as the Scale of Aesthetic Appreciation of 
Film (SAAF). Aesthetic Appreciation of Film consist of fi ve diff erent subscales: A. 
cognitive stimulation, B. negative emotionality, C. self-reference, D. artistic quality 
and E. understanding. Th e reliability of each subscale was assessed, and it seems 
that all fi ve were reliable (see Table 4), with Cronbach’s alphas ranging from .8 
(understanding) to 9.5 (cognitive stimulation and self-reference). Researchers who 
use the scale may consider to cut on cognitive stimulation (nine items), as it has 
several virtually identical items. To explore what abbreviations can be considered 
in future use, I determined which items fi t worse in the scale. Item total correlations 
for all cognitive stimulation items were appropriate, but two items are almost 
identical: ‘� is � lm makes me curious’ and ‘While watching this � lm I felt curious at 
times’. Because of its match with the time-based character of movies I recommend 
to keep ‘While watching this � lm I felt curious at times’, and leave the other out.

Of two other similar items, ‘I would like to learn more about the story of this 
� lm’ and ‘I would like to learn more about the background of this � lm’ I recommend 
to keep the second one in SAAF, because it is more inclusive: the background 
of the story can include its story, but also other details leading to the creation of 
the fi lm. Using the same criteria, all other items, in all fi ve sub-scales, should be 
maintained as part of SAAF (see Table 4). 

STAGE 3A. VALIDATING THE SCALE OF AESTHETIC APPRECIATION 
OF FILM (SAAF)
A fi rst test of SAAF’s construct validity is to check whether the scale exhibits a 
structure similar to the fi ve factor structure obtained earlier for the larger item 
set, which in turn corresponded to ARS. At this stage I ran a last PCA with the 
remaining 23 items in the fi ve-factor model of aesthetic appreciation of fi lm (see 
Table 7), to see if the model is still robust. I used the same method of rotation, 
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oblimin, and found a strong fi ve-factor model, in which no item was dismissed, 
explaining 76.89 % of the variance in the data (see Table 7). All the items fi t well 
into their scales, and all the Cronbach’s alphas are above .8, showing that SAAF is a 
reliable instrument of measurement.

Table 6. Five-Factor Solution Aesthetic Appreciation of Film (Only Th e Homogenous 
Items)

FACTOR ITEM
77.02% of total variance explained

LOADING M (SD) α ITEM/TOTAL 
CORRELATION

Cognitive 
stimulation

While watching this fi lm, I felt 
curious at times.
Th is fi lm makes me curious.
I would like to learn more about 
the story of this fi lm. 
I would like to learn more about 
the background of this fi lm.
It is stimulating to make sense of 
this fi lm.
Th is fi lm makes me feel interested. 
I would like to know more about 
the making of this fi lm.
Th is fi lm is thought-provoking. 
It is challenging to think about 
this fi lm.

.98

.91
.9

.87

.85

.8
.69

.69

.56

4.6 (1.14)

4.51 (1.16)
4.59 (1.18)

4.35 (1.22)

4.23 (1.09)

4.39 (1.12)
3.85 (1.3)

4.36 (1.08)
4.16 (1.09)

.95 .84

.75

.84

.85

.85

.79

.78

.75

.55

Negative 
emotionality

Th is fi lm makes me feel disgusted.
Th is fi lm makes me feel angry.
Th is fi lm makes me feel profoundly 
ill at ease.
Th is fi lm makes me feel intensely 
disturbed.
Th is fi lm makes me feel shocked.
Th is fi lm makes me feel afraid. 
Th is fi lm makes me feel troubled. 

.92

.88

.87

.83

.83

.83

.77

2.66 (1.22)
2.5 (1.2)

2.46 (1.19)

2.61(1.24)

2.8 (1.24)
2.47 (1.22)
2.88 (1.36)

.94 .8
.82
.86

.82

.81

.79

.73
Self-reference I can associate this fi lm with my 

personal life history.
Personal memories of mine are 
linked to this fi lm. 
Th is fi lm makes me think about my 
own life history.
Th is fi lm mirrors my own 
emotional state.

-.95

-.94

-.92

-.89

1.84 (1.15)

1.93 (1.01)

2.09 (1.09)

1.89 (1.02)

.95 .9

.86

.88

.84

Artistic quality Th is fi lm features a high level of 
creativity. 
Th is fi lm is very innovative.
Th e fi lmmaker’s craft smanship is of 
high quality. 

.93

.91

.68

4.56 (1.17)

4.02 (1.09)
4.22 (1.17)

.85 .73

.76

.66

Understanding I fi nd this fi lm confusing. 
I fi nd irritating the lack of sense in 
this fi lm.

.92

.84
4.13 (1.12)
3.52 (1.11)

.8 .67
.67
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Table 7. Th e Scale of Aesthetic Appreciation of Film (SAAF)
FACTOR ITEM 

76.89% of total variance explained
LOADING M (SD) α ITEM/TOTAL 

CORRELATION
Cognitive 
stimulation

While watching this fi lm, I felt 
curious at times.
It is stimulating to make sense of 
this fi lm.
I would like to learn more about 
the background of this fi lm.
Th is fi lm makes me feel interested. 
I would like to know more about 
the making of this fi lm.
Th is fi lm is thought-provoking. 
It is challenging to think about 
this fi lm.

.97

.89

.88

.79

.71

.71

.61

4.6 (1.14)

4.59 (1.18)

4.35 (1.22)

4.23 (1.09)
4.39 (1.12)

3.85 (1.3)
4.16 (1.09)

.92 .81

.85

.84

.76

.77

.74

.55

Negative 
emotionality

Th is fi lm makes me feel disgusted.
Th is fi lm makes me feel angry.
Th is fi lm makes me feel profoundly 
ill at ease.
Th is fi lm makes me feel intensely 
disturbed.
Th is fi lm makes me feel shocked.
Th is fi lm makes me feel afraid. 
Th is fi lm makes me feel troubled. 

.92

.88

.87

.83

.83

.83

.76

2.66 (1.22)
2.5 (1.2)

2.46 (1.19)

2.61(1.24)

2.8 (1.24)
2.47 (1.22)
2.88 (1.36)

.94 .8
.82
.86

.82

.81

.79

.73
Self-reference I can associate this fi lm with my 

personal life history.
Personal memories of mine are 
linked to this fi lm. 
Th is fi lm makes me think about my 
own life history.
Th is fi lm mirrors my own emo-
tional state.

-.94

-.94

-.92

-.89

1.84 (1.15)

1.93 (1.01)

2.09 (1.09)

1.89 (1.02)

.95 .9

.86

.88

.84

Artistic quality Th is fi lm features a high level of 
creativity. 
Th is fi lm is very innovative.
Th e fi lmmaker’s craft smanship is of 
high quality. 

.93

.92

.68

4.56 (1.17)

4.02 (1.09)
4.22 (1.17)

.85 .73

.76

.66

Understanding I fi nd this fi lm confusing. 
I fi nd irritating the lack of sense in 
this fi lm.

.92

.85
4.13 (1.12)
3.52 (1.11)

.8 .67
.67

STAGE 3B. SAAF CAPACITY TO DISCRIMINATE BETWEEN FILM 
STYLES AND FILM AUDIENCES
Th e fi nal construct validation consisted of tests checking whether SAAF could 
diff erentiate between stimuli represented by known fi lm styles (ecological 
validity) and between fi lm audience groups (known groups validity). I started by 
computing average values of the cognitive stimulation, negative emotionality, self-
reference, artistic quality, understanding and overall aesthetic appreciation items 
for each fi lm style in part (see Table 8 for means and standard deviations of each). 
Next, I ran six diff erent repeated-measures ANOVAs with aesthetic appreciation, 
cognitive stimulation, negative emotionality, self-reference, artistic quality and 
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understanding as dependent variables, averaged per participant across fi lm style 
categories. All the ANOVA analyses had fi lm style as within-subjects factor, type 
of audience as a between-subjects factor, and gender and age as covariates. Th e 
repeated measures ANOVA with aesthetic appreciation that is the total SAAF 
score as dependent variable showed a signifi cant main eff ect of audience group 
on aesthetic appreciation (F(2, 315) = 6.4, p <=.002, partial η2 = .04). As could be 
expected, the experimental fi lm audience reported signifi cantly higher aesthetic 
appreciation than the other two groups, while the Hollywood fi lm audience 
reported the lowest level of aesthetic appreciation (see Table 9). A LSD post-hoc 
test showed that both the experimental fi lm audience (p = .01) and the Art House 
fi lm audience (p = .05) reported signifi cantly more aesthetic appreciation than the 
Hollywood fi lm audience (see Table 9). I did not fi nd any signifi cant main eff ect 
of fi lm style on aesthetic appreciation (F(1.93, 607.83) = .01, p = ns). I found a 
signifi cant interaction eff ect between the fi lm style and the type of audience on 
aesthetic appreciation (F(3.86, 607.83) = 10.37, p <= .001, partial η2 = .06).

Table 8. Aesthetic Appreciation and Its Five Dimensions – Means (M) and Standard 
Deviations (SD) for Each Film Style
FILM STYLE DIMENSION M (SD) AESTHETIC 

APPRECIATION
M (SD)

Traditional Hollywood Cognitive stimulation 4.67 (1.31) 3.54 (.75)
Negative emotionality 2.92 (1.37)
Self-reference 1.82 (1.13)
Artistic quality 4.76 (1.47)
Understanding * 4.73 (1.56)

Art House Cognitive stimulation 4.46 (1.23) 3.56 (.78)
Negative emotionality 2.41 (1.19)
Self-reference 2.19 (1.33)
Artistic quality 3.96 (1.33)
Understanding * 3.27 (1.42)

Experimental Cognitive stimulation 3.69 (1.73) 2.96 (.96)
Negative emotionality 2.56 (1.31)
Self-reference 1.74 (1.15)
Artistic quality 4.04 (1.53)
Understanding * 2.96 (.96)

Note. * reversed scores.
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Table 9. Aesthetic Appreciation and Its Five Dimensions – Means (M) and Standard 
Deviations (SD) by Audience Group and Film Style
AUDIENCE FILM STYLE DIMENSION M (SD) AESTHETIC 

APPRECIATION
M (SD)

Traditional 
Hollywood

Traditional 
Hollywood

Cognitive stimulation 4.71 (1.34) 3.77 (.77)
Negative emotionality 2.66 (1.19)
Self-reference 2.06 (1.11)
Artistic quality 4.75 (1.45)
Understanding 4.66 (1.51)

Traditional 
Hollywood

Art House Cognitive stimulation 4.39 (1.27) 3.47 (.78)
Negative emotionality 2.34 (1.13)
Self-reference 2.08 (1.16)
Artistic quality 3.88 (1.32)
Understanding 4.65 (1.41)

Experimental Cognitive stimulation 3.47 (1.74) 2.83 (.92)
Negative emotionality 2.34 (1.18)
Self-reference 1.65 (1.02)
Artistic quality 3.95 (1.52)
Understanding 2.73 (1.61)

Total 3.35 (.61)

Art House Traditional 
Hollywood

Cognitive stimulation 4.88 (1.23) 3.93 (.76)
Negative emotionality 2.71 (1.3)
Self-reference 2.26 (1.01)
Artistic quality 4.85 (1.47)
Understanding 4.95 (1.67)

Art House Cognitive stimulation 4.85 (1.06) 3.77 (.7)
Negative emotionality 2.55 (1.13)
Self-reference 2.47 (1.31)
Artistic quality 4.28 (1.33)
Understanding 4.68 (1.38)

Experimental Cognitive stimulation 3.9 (1.67) 3.06 (.88)
Negative emotionality 2.41 (1.2)
Self-reference 1.84 (1.03)
Artistic quality 4.18 (1.65)
Understanding 2.95 (1.4)

Total 3.59 (.53)

Experimental Traditional 
Hollywood

Cognitive stimulation 4.79 (1.5) 3.97 (.7)
Negative emotionality 2.48 (1.2)
Self-reference 2.48 (.82)
Artistic quality 4.55 (1.79)
Understanding 5.55 (1.69)

Art House Cognitive stimulation 4.59 (1.63) 3.85 (.86)
Negative emotionality 2.33 (1.4)
Self-reference 2.74 (1.31)
Artistic quality 3.65 (1.29)
Understanding 5.92 (1.1)
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AUDIENCE FILM STYLE DIMENSION M (SD) AESTHETIC 
APPRECIATION

M (SD)
Experimental Experimental Cognitive stimulation 5.34 (1.08) 4.26 (.75)

Negative emotionality 2.86 (1.31)
Self-reference 3.2 (1.35)
Artistic quality 4.59 (1.02)
Understanding 5.28 (1.44)

Total 4.03 (.56)

Note. * reversed scores.

As expected, the interaction eff ect shows that there is a tendency for each audience 
group to report the largest aesthetic appreciation for the fi lm style they are most 
used to, but this tendency is particularly strong when it comes to the experimental 
fi lm and its audience group, and disappears in the case of the Art House fi lm and 
its audience group (see Figure 1). Th e experimental fi lm audience showed a linear 
increase in aesthetic appreciation from the traditional Hollywood fi lm, to the Art 
House, reaching the highest peak with experimental fi lm. In the case of Hollywood 
and Art House fi lm audiences, they show similar trends. Specifi cally, both groups 
reported the lowest level of aesthetic appreciation for experimental fi lm and the 
highest level of aesthetic appreciation for the Hollywood fi lm (see Figure1). 

Th e repeated measures ANOVA with cognitive stimulation as a dependent 
variable revealed a signifi cant main eff ect of audience group (F(2, 315) = 3.48, 
p < .05, partial η2 = .02). Th e eff ect shows that the experimental fi lm audience 
experiences more cognitive stimulation than the other two audience groups; the 
Hollywood audience group reported the lowest level of cognitive stimulation 
(see Table 9). No signifi cant main eff ect of fi lm style on cognitive stimulation 
was found (F(1.92, 605) = .4, p = ns) . I found a signifi cant interaction eff ect 
between audience group and fi lm style on cognitive stimulation (F(3.84, 605) 
= 4.86; p = .001, partial η2 = .03, see Figure 1B). Th e interaction eff ect shows 
that whereas each of the three audience groups report similar levels of cognitive 
stimulation for the Hollywood and the Art House fi lms, when it comes to 
experimental fi lm, the experimental fi lm audience shows a dramatic increase in 
cognitive stimulation, while the other audience groups show a dramatic decrease 
in cognitive stimulation (see Figure 1B and Table 9). Th e levels of cognitive 
stimulation experienced by the experimental fi lm audience with Hollywood and 
Art House fi lm are considerably lower than the levels of cognitive stimulation 

Table 9. Continued
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experienced by the Hollywood and Art House audience groups with the same 
fi lm styles (see Table 9 and Figure 1A). 

Th e repeated measures ANOVA with negative emotionality as dependent 
variable revealed a signifi cant main eff ect of fi lm style (F(1.91, 601.29) = 4.22, p 
=.01, partial η2 = .01). Th e level of negative emotionality is lower when viewing Art 
House fi lms than when viewing Hollywood traditional fi lms or experimental fi lms 
(see Table 8). No main eff ect of fi lm audience was found (F(2, 315) = 1.03, p = ns). A 
signifi cant interaction eff ect between fi lm style and audience group was found also 
in the case of negative emotionality (F(3.82, 601.29) = 3.4, p = .01, partial η2 = .02, 
see Figure 1). Th e interaction eff ect shows that when it comes to Art House fi lm, 
the Hollywood fi lm audience reports the lowest level of negative emotionality, and 
even in this group, negative emotionality is not lower than with experimental fi lm. 
Negative emotionality is actually quite low overall, regardless of fi lm style or audience 
group, except for the negative emotionality rating of the experimental audience for 
the experimental fi lm that shows high values (see Table 9 and Figure 1C). 

Th e repeated measures ANOVA with self-reference as dependent variable 
revealed a signifi cant main eff ect of audience group (F(2, 315) = 4.88, p <= .01, 
partial η2 = .03). Th e experimental fi lm audience reported the highest level of 
self-reference, while the traditional Hollywood fi lm audience, the lowest (see 
Table 9). A signifi cant interaction eff ect between audience group and fi lm style 
on self-reference (F(3.96, 624.45) = 6.26, p <= .001, partial η2 = .04) shows that 
the experimental fi lm audience only experiences more self-reference than the 
other audience groups when it comes to experimental fi lm (see Figure 1D and 
Table 9). Th e level of self-reference experienced by this group with Art House and 
Hollywood fi lms is similar to that experienced by the Art House audience group. 
Both the Hollywood and the Art House fi lm audience groups show the lowest 
levels of self-reference with experimental fi lm. 

A repeated measures ANOVA with artistic quality as dependent variable did 
not reveal any main eff ect of either the audience group or fi lm style. It seems that 
the assessment of artistic quality is dependent on fi lm style and audience group, 
as separate factors, for there is a signifi cant interaction between the independent 
variables only on artistic quality (F( 3.83, 602.73) = 4.01, p <=01, partial η2 = .02, 
see Figure 1E).
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Th e interaction eff ect shows that, as expected, experimental fi lm audience attributes 
the highest artistic quality to experimental fi lm, while the traditional Hollywood 
audience attributes the highest artistic quality to Hollywood fi lms. Surprisingly, 
the Art House audience group has a similar pattern of artistic quality attribution 
with the traditional Hollywood fi lm audience (see Figure 1E). Th e levels of artistic 
quality attributed by the experimental fi lm audience to the traditional Hollywood 
fi lms and the Art House fi lms are lower than any rating given by the other audience 
groups to these fi lms (see Figure 1E and Table 9). 

A repeated measures ANOVA with understanding as dependent variable 
revealed a signifi cant main eff ect of audience group (F(2, 315) = 11.25, p <= 
.001, partial η2 = .07); the experimental fi lm audience shows a higher level of 
understanding of the fi lm clips regardless of style, as compared to the other two 
audience groups (see Table 9). Th ere is also a close to signifi cant main eff ect of 
fi lm style on understanding (F(1.95, 615.27) = 2.95, p = .053, partial η2 = .01). 
Th e eff ect suggests that the experimental fi lms are harder to understand than the 
traditional Hollywood fi lms and the Art House fi lms (see Table 8).

As expected again, there is also a signifi cant interaction eff ect between 
audience group and fi lm style on understanding (F(3.91, 615.27) = 2.89, p = 
.02, partial η2 = .02, see Figure 1F). Th e eff ect shows that the experimental fi lm 
audience understands better the fi lm clips than the other audience groups, but only 
in the case of the Art House fi lms and experimental fi lms. Th e Hollywood fi lms are 
being understood equally well by all audience groups (see Table 9 and Figure 1F). 
While the Art House and the Hollywood fi lm audience groups understand Art 
House fi lm clips as well as they do traditional Hollywood ones, they have a poor 
understanding of the experimental fi lm. 
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Figure 1. Interaction eff ects of fi lm style and type of audience on aesthetic appreciation (A) and 
its fi ve dimensions: cognitive stimulation (B), negative emotionality (C), self-reference (D), 
artistic quality (E) and understanding (F)

Note. Figure 1F refers to reversed understanding scores.
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DISCUSSION

Th e main goals of this chapter were 1) to identify the underlying dimensional 
structure of aesthetic appreciation of fi lm, and to check how similar this is to the 
dimensional structure of aesthetic appreciation of paintings (Hager et al, 2012), 
2) to develop a reliable instrument that can measure aesthetic appreciation of fi lm 
(Scale of Aesthetic Appreciation of Film), and 3) to check the construct validity of 
this instrument further, by investigating whether SAAF can discriminate between 
fi lm audience groups and/or between fi lm styles.

In this section I will discuss to what extent I accomplished each of the 
three goals through my study. Data revealed a fi ve-factor structure of aesthetic 
appreciation of fi lm that is similar to the structure of aesthetic appreciation of 
paintings (Hager et al., 2012), and that mirrors well the model of aesthetic 
judgment and appreciation of Leder et al. (2004). Four factors are almost identical 
for both models, for paintings and for fi lm, and these explain most of the variance: 
1) Cognitive stimulation, 2) Negative emotionality, 3) Self-reference, and 4) Artistic 
quality. A fi ft h factor seemed to diff er for the two scales, but the diff erence between 
Expertise (ARS) and Understanding (SAAF) doesn’t appear to be conceptually 
unbridgeable. A larger diff erence may be the absence of Positive attraction in SAAF. 
Relatively minor diff erences between the structures of appreciation as measured 
by ARS and SAAF will be discussed in detail later in this section.

Th e fact that aesthetic appreciation constructs show similarities across 
two diff erent media, as observed in this study, has a background in the model of 
aesthetic appreciation by Leder et al. (2004). Th e model of Leder and his colleagues 
gives the theoretical background for both ARS and SAAF, as it represents a general 
psychological theory of aesthetics. Th e cognitive eff orts, activities, emotions and 
achievements that result in aesthetic appreciation are assumed to be predominantly 
similar across categories of aesthetic stimuli, from furniture to paintings and music 
pieces. Th e current study has shown that fi lm also can be ranked under the stimuli 
that give rise to generic cognitive and aff ective processes typical for aesthetic response.

Th e resulting Scale of Aesthetic Appreciation of Film (SAAF) proves to be a 
reliable instrument, as witnessed by internal consistency of the scale as a whole 
and of its component scales. Internal consistency is high, especially in view of 
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the heterogeneity of test participants and stimuli. Th e construct validity of the 
measurement instrument was as satisfactory as a fi rst validation could be. Th e 
structure of aesthetic appreciation of SAAF proved to highly correspond with that 
of ARS. Sub-scales could overall be interpreted to measure the same constructs 
for fi lms and paintings. Th e construct validity of SAAF was further corroborated 
in that it managed to discriminate between diff erent fi lm audience groups and 
fi lm styles. SAAF is able to account for a fi lm’s aesthetic appreciation in terms 
of not only the viewer’s taste, or the fi lm style, but rather a combination of the 
two (Leder et al., 2004). Observed audience and style interactions were consistent 
with expectations. Perhaps the most convincing achievement is that SAAF could 
deal with the appreciation of experimental fi lms that seems to diff er signifi cantly 
depending on audience group. 

THE MODEL OF AESTHETIC APPRECIATION OF FILM – 
SIMILARITIES AND DIFFERENCES FROM ARS
Th e diff erential validity of SAAF can be evaluated by closely inspecting similarities 
and diff erences between the structures of aesthetic appreciation for fi lm and 
paintings. As said, the fi ft h factor in the model of aesthetic appreciation of fi lm, 
Understanding, is not part of ARS, but it does seem to be an alternative to Expertise, 
which belongs to ARS. Understanding points to diffi  culty in understanding the 
fi lm and to the frustration accompanying this diffi  culty, phrasing all its items 
negatively. Expertise, on the other hand, points to the observer’s perceived own 
familiarity with the style, with the painter, and to the feeling of understanding the 
artwork due to that expertise. What expertise (ARS) and understanding (SAAF) 
seem to have in common is an evaluation of cognitive mastery of a fi lm, the former 
positively toned, and taking external professional standards into consideration, 
the latter negatively toned, with a more internal focus on personal performance.    

Positive attraction is only part of the model of aesthetic appreciation of 
paintings, but not of fi lms. It was unexpected to see that positive attraction, the 
factor most intuitively associated with aesthetic appreciation, does not seem to 
represent a distinct, homogenous factor in the model when it comes to fi lm, 
especially since fi lms are also enjoyed for their entertainment value. Th e fi nding 
is even more surprising when we consider that many previous empirical studies 
measured aesthetic appreciation using only items that point to positive attraction: 
beauty, being pleasant, likeability (e.g., Furnham & Walker, 2001; Jacobsen & 
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Höfel, 2003; Russell, 2003). In any case, it would not be right to interpret the 
absence of a factor with this name as a sign that positive attraction is not part of 
the experience of aesthetic appreciation of fi lms at all. What we can conclude, 
though, is that positive attraction is just more diff use a factor in appreciation of 
fi lm than that of paintings, and more dependent on the particular fi lm that is to 
be appreciated – positive attraction items seem to pair with diff erent other factors, 
depending on fi lm style.

Next, I will discuss the meaning of the factors that were largely identical for the 
two models of aesthetic appreciation: cognitive stimulation, negative emotionality, 
self-reference, and artistic quality, while also looking at dissimilarities. Th e fact that 
cognitive stimulation explains the largest variance of aesthetic appreciation, regardless 
of medium, is not a surprise, as intellectual engagement has been oft en associated 
with aesthetic experience (Berlyne, 1949; Martindale, 1984; Cupchik & Gebotys, 
1990). Leder and his colleagues (2004) also emphasised in their model that cognitive 
eff ort is important in achieving aesthetic appreciation, and when successful, it may 
bring intense gratifi cations. Th is factor is similar for paintings and fi lm.

Negative emotionality is the second next important factor that defi nes aesthetic 
appreciation for both paintings and fi lm. Th is fi nding is in line with contemporary 
aesthetics: in psychological aesthetics, the work of Silvia on aesthetic emotions 
(Silvia, 2009; Silvia & Brown, 2007) made the point that art tends to provoke 
negative emotions. Th e seven negative emotions that made it in the factorial 
model as homogenous items represent discomfort, anger, and disgust. Th e more 
melancholic emotions of sadness and loneliness did not make it into the fi lm model 
as homogenous items, though they are part of ARS. Th e reason for the diff erence 
between the factorial models of aesthetic appreciation in terms of negative emotions 
may be the fact that fi lms oft en have a clear narrative, as compared to paintings, and 
the content of the narrative may control the emotional mood, and viewers’ type of 
emotions. Some narratives lead to sadness, while others lead to diff erent negative 
emotions. Melancholic emotions seem to be more dependent on the narrative content 
than the other aversive emotions that appear to be part of aesthetic appreciation 
regardless of fi lm content. Paintings, on the other hand, off er more room for 
interpretation, and people may generally be more inclined to add feelings, including 
melancholy, to paintings. Interestingly, and in support to this interpretation, when 
looking at the factorial models for each fi lm style separately, it seems that loneliness 
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and sadness are part of the negative emotionality factor in the case of experimental 
fi lm; experimental fi lms I used did not have a narrative.  

Self-reference, as part of fi lm appreciation, is identical to self-reference in ARS: 
in both media the factor seems to represent a perceived connection with the object 
of art in terms of personal biography, memories and emotions. Self-reference has 
a place in the model of aesthetic judgment and appreciation of Leder et al. (2004), 
and pinpoints the importance of the individual’s art and non-art related personal 
experiences in mastering the meaning of a work of art. Th us, this factor of aesthetic 
appreciation is identical for paintings and fi lms. 

Artistic quality is a factor that points to the perceived quality, creativity, 
innovativeness and artistry of the object of art. Previous studies proved that 
perceived creativity, skilfulness, quality and artistry capture the same aspect of 
aesthetic appreciation (e.g., Kozbelt, 2004; Hager et al., 2012). Artistic quality in 
the model of aesthetic appreciation of fi lm is similar to artistic quality in ARS. Th e 
only diff erence is that items pointing to the perceived uniqueness of the artwork 
are missing from the fi lm appreciation model. Could it be that a fi lm does not need 
to be perceived as unique to be given a high artistic value, perhaps due again to the 
popular culture value of movies? Artistic quality of fi lms, just as that of paintings 
(Hager et al., 2012), shows the highest correlation with cognitive stimulation of all 
the other factors. Th erefore, the more challenging it is to understand a fi lm, the 
higher the perception of artistic quality. 

Th e fi ve-factor model of aesthetic appreciation of fi lm is overall quite 
homogenous and stable across fi lm styles, but there seems to be some heterogeneity 
across fi lm styles too, concerning how much of the variance can be explained 
by each factor. In the case of Art House fi lm, artistic value rather than cognitive 
stimulation explains most of the variance in the experience, while in the case 
of experimental fi lm, understanding does, outperforming artistic value and self-
reference. Th is last point is not surprising, considering that experimental fi lms are 
more abstract, and more diffi  cult to understand, like modern art is.

Th e Scale of Aesthetic Appreciation of Film that I ultimately propose is a 
selection of items from the factor model. It is based on generally desirable properties 
of scales, in particular: 1) stability across fi lm styles, 2) internal consistency, 3) 
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diversity of verbalizations for each subscale, and 3) compactness of the scale as a 
whole. We are then left  with fi ve diff erent subscales measuring the dimensions: 1) 
Cognitive stimulation, 2) Negative emotionality, 3) Self-reference, 4) Artistic quality, 
and 5) Understanding. Th e validity of the scale as an instrument for measuring 
aesthetic appreciation can be judged according to its correspondence with ARS.

SAAF – A RELIABLE INSTRUMENT OF MEASUREMENT
SAAF appears to be a robust, reliable scale that compares reasonably well with 
Leder et al.’s theoretical model of aesthetic appreciation of visual arts (2004), 
and also with the aesthetic emotions of Silvia (2007; 2009; 2010). I recommend 
researchers who will use SAAF to add extra items to the factor of understanding, 
as I found only two homogenous ones. Th e added items should cover diffi  culty in 
understanding the fi lms, as captured by the present items. Obviously, reliability 
will be increased anyway by adding sister items for all subscales. Some of these can 
be taken from the factor-analysed initial set.

SAAF VALIDITY
As was shown, SAAF subscales relate closely to the chosen factor solution, and 
hence, it is easy to interpret what constructs they purport to measure. Other 
indices of validity, such as the similarity in structure with the Art Reception 
Survey, and SAAF’s capacity to diff erentiate between audience groups in the 
way they appreciate fi lms of various styles, were also satisfactory. My data show 
that SAAF can discriminate between audience groups. Experimental fi lm and 
Art House fi lm audiences score higher in general on SAAF than the traditional 
Hollywood fi lm audience group, regardless of the type of movie watched. It appears 
that experimental and Art House fi lm audiences generally derive more satisfaction 
from fi lm viewing than the Hollywood mainstream fi lm viewers. Th e eff ect is 
refl ected in three out of the fi ve sub-scales: cognitive stimulation, self-reference and 
understanding (inversed codes). Self-reference and understanding are signifi cantly 
higher for the experimental fi lm viewers than for the other audience groups. Th e 
experimental fi lm audience could resemble the audience of modern art, including 
abstract art, while traditional Hollywood fi lm viewers could be more similar to 
audiences that prefer representational and narrative art. Th e results establish SAAF 
as valid scale that can diff erentiate correctly between types of audience based on 
fi lm preference.
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Th e results showed that there is no single fi lm style provoking higher aesthetic 
appreciation (as measured with SAAF) than any other, if fi lm viewers’ preferences 
are not considered. Th us, SAAF cannot discriminate between fi lm styles across all 
viewer style preferences. However, there are sub-scales in SAAF that seem to make 
for a signifi cant diff erence between fi lm styles, namely negative emotionality and 
understanding. It seems that the audience experienced more negative emotions 
when watching Art House fi lms than when watching any of the traditional 
Hollywood or experimental fi lms. Whether a fi lm or a painting evokes negative 
emotions depends on whether these art objects are being perceived as off ensive or 
controversial by the observers (Silvia & Brown, 2007). Art House fi lms seem to be 
perceived as conveying more controversial messages to the audience than the other 
fi lm styles. My fi ndings also show that experimental fi lms are simply more diffi  cult 
to understand than the other fi lm styles. Th is outcome was expected because 
experimental fi lms are more abstract and oft en lack narrative form. Experimental 
fi lms are, in the end, the equivalent of the abstract modern art. Understanding of 
both experimental fi lm and modern art seems generally speaking more diffi  cult to 
achieve. Previous studies mentioned that to experience aesthetic appreciation with 
art that represents abstractions, one must have recognition and understanding of 
the artist’s style (Leder et al., 2004; Winston & Cupchik, 1992).

Th e signifi cant interaction eff ects of fi lm style and audience group on aesthetic 
appreciation and on each dimension of aesthetic appreciation in part truly confi rm 
SAAF as a valuable tool. Th ese interaction eff ects suggest that SAAF is capable to 
capture aesthetic appreciation in its complexity, with all its underlying layers, as 
this is theoretically presented by the model of aesthetic judgment and appreciation 
of Leder et al., (2004). Th e interactions between fi lm and audience group were also 
in line with common expectations attesting to the validity of SAAF. Th ey illustrate 
Leder et al.’s suggestions (2004) that a particular object of art must resonate with a 
particular observer/viewer for the latter to have aesthetic appreciation. Especially 
experimental fi lm appreciation seems to refl ect this viewer-fi lm relationship. 
Audience-style interactions could be interpreted as a major diff erence in ratings 
of experimental fi lm by the experimental fi lm audience as compared to the other 
audience groups. Th e appreciation of experimental fi lm apparently requires 
some expertise with its style. Th e ratings of experimental fi lms, as given by the 
experimental audience participants, were indeed the highest of all the ratings. 
However, the experimental fi lm audience group did not rate understanding of the 
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experimental fi lm signifi cantly higher than the other audience groups. Th is may 
illustrate the diffi  culty of this style for everyone. Th e experimental fi lm audience 
group only may have taken the challenge positively, as compared to the other 
audience groups, due to their expertise with experimental fi lm. Experimental fi lm 
was rated rather poorly on SAAF by the Hollywood and Art House fi lm audiences 
alike, mostly because of poor understanding, low cognitive stimulation and poor 
self-reference. However, for some of the SAAF dimensions, there was no signifi cant 
diff erence in the way traditional Hollywood and Art House audience groups 
rated experimental fi lms as compared to fi lms belonging to other styles. Th ese 
viewers did not see a signifi cant diff erence in terms of artistic quality and negative 
emotionality between fi lm styles.

More generally, Hollywood and Art House audience groups behaved quite 
similarly in rating the fi lm styles. Similar SAAF scores were given, regardless 
of  fi lm styles. I did not notice any clear preference of the Art House audience 
group for Art House fi lms, or of the Hollywood fi lm audience for traditional 
Hollywood fi lm, only slightly higher scores for Hollywood fi lm coming from both 
groups. I conclude that SAAF discriminates outspokenly between experimental 
fi lm audiences on the one hand, and Art House and traditional Hollywood 
audiences on the other. I suggest that this distinction between audience groups 
in appreciation may ultimately refl ect the major diff erence between fi lm styles, 
i.e. narrative fi lm versus non-narrative, abstract or associative fi lm (Bordwell & 
Th ompson, 1979). 

MAJOR LIMITATIONS AND FUTURE REASEARCH
More research is needed to assess how appreciation of excerpts from fi lms (what 
I used as materials) exactly relates to fi nal appreciation of a fi lm. How aesthetic 
responses are integrated over the time course of perceiving a work of art, or over 
some of its parts is an acknowledged and complex issue in the psychological 
aesthetics of time-based arts (e.g., Leder & Nadal, 2014; for fi lm see Tan, 1996) 
that I cannot go into here. Research has shown dimensions underlying the fi nal 
appreciation of time-based art forms, such as novels and music (Currie, Kieran, 
Meskin, & Robson, 2014; Brattico & Jacobsen, 2009; Brattico, Brattico, & Jacobsen, 
2009; Csatár, Pethő, & Tóth, 2006; Levinson, 2009), to be similar to those in 
judgments of pictures and paintings, and these are in turn similar to the structure 
of SAAF. Here it suffi  ces to suggest that in further research, scale scores taken at 
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the end of the entire viewing experience could be compared with ones obtained at 
various intervals or at selected structural boundaries. 

Obviously, given that SAAF measures overall aesthetic appreciation including 
judgments, appreciation scores taken at the end of a fi lm appear to be the crucial 
measure. Th ey may be able to discriminate entire fi lm titles as to styles, stories, 
genres, etc. Nevertheless, I do not have any reason to expect that replicating the 
study with full movies instead of short scenes would result in a diff erent factor 
structure than the one we observed. I assume that viewers can base their aesthetic 
appreciation for the fi lm as a whole on what they have ‘digested’ at the moment 
in the movie where the questionnaire is applied, just as they do when viewing a 
trailer. Admittedly, I base my assumption on trust I have in the typicality of the 
scenes for the entire fi lm, just as trailers can be considered as somehow proper 
samples. 

CONCLUSION

Th e design of the study that allowed for diff erent aesthetic stimuli and various 
viewer categories to be represented, led us to robustly identify the general structure 
of aesthetic appreciation of fi lm. While diff erences in terms of fi lm style and 
viewer categories could be interpreted to support the validity of the instrument, 
the overall factor structure from which the scale derives was found to be in large 
part similar to a structure identifi ed in earlier research (Hager et al., 2012) for 
paintings. In psychological, philosophical and critical aesthetics, appreciation has 
always been assumed to have in part a general structure regardless of the particular 
domain of stimuli, be they part of nature or culture, be they fi ne arts, literature, 
design, music or any other. Th e current results suggest that fi lm is subject largely 
to the same aesthetic judgments as other arts and aesthetic stimuli, while they are 
also indicative of an aesthetic that is specifi c to the medium. 

Th e resulting scale, SAAF, is a highly reliable instrument to measure aesthetic 
appreciation of fi lms, which off ers a wide range of items to choose from for all 
empirical researchers interested in capturing either aesthetic appreciation of fi lm 
in its entirety, or diff erent aspects of it. A uniquely complex study design, which 
took into account fi lm audience diff erences, and used a well-chosen variety of 
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fi lm scenes as materials, off ered the confi rmation of a highly valid SAAF. SAAF 
can signifi cantly diff erentiate between fi lm audiences, and can capture diff erences 
between fi lm audiences in the way they appreciate narrative vs. abstract, 
experimental fi lm. 
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Th is fi nal chapter discusses the major answers that were provided in response to 
the research questions. Specifi cally, I address the implications these fi ndings have 
for theory and research into varieties of absorption. I will focus in particular on 
fi ndings concerning 1) narrative features that were shown to cause absorption, and 
2) the nature of absorption in narrative fi lm. I will evaluate answers and fi ndings 
as to correspondence with the conceptualisation of absorption that I started from, 
and indicate what novel views of absorption seem to be implied.  

Th e studies of this dissertation address two varieties of absorption that were 
conceptualized in advance (see Chapter 1), namely fi lm viewers’ absorption in a 
story-world and absorption into fi lm as an artifact. Chapters 2 and 3 focused on 
story-world absorption, whereas Chapter 4 investigated artifact absorption. Th e 
studies reported in Chapters 2 and 3 addressed what were proposed to be variants 
of absorption in the story-world, suspense and curiosity. 

Chapter 2 defi ned suspense as an emotionally involving experience with 
narratives that consists of tension, uncertainty and impatience for an expected 
event from the story-world to be revealed (e.g., Tan & Diteweg, 1996; Tan, 1996; 
2001; Ortony, Clore, & Collins, 1988). Data from the second experimental 
study in Chapter 2 of this dissertation confi rmed that suspense may indeed 
be considered a variety of story-world absorption in that the experience of it 
correlated considerably with narrative engagement, a well-established measure 
of story-world absorption. Narrative engagement involves attention focused on 
the story, emotional engagement with the events and the characters in the story 
and a feeling of presence in the story-world (Busselle & Bilandzic, 2009). Kuijpers 
and her colleagues (Kuijpers, Hakemulder, Tan, & Doicaru, 2014) recently 
showed that narrative engagement in turn is associated with other measures of 
absorption. Chapter 3’s experimental study targeted not only suspense, but also 
curiosity (Brewer & Lichtenstein, 1982; Sternberg, 1993). Curiosity captures more 
of a cognitive form of absorption into the story than suspense does (Lowenstein, 
1994). Chapter 3 confi rmed both suspense and curiosity as forms of story-world 
absorption. Th e measures of both experiences correlated considerably with 
narrative transportation. Like narrative engagement, transportation is a form of 
story-world absorption well-established in empirical studies (e.g., Gerrig, 1993; 
Green & Brock, 2002). Narrative transportation involves the feeling of being 
transported into the story-world of a narrative. We observed that when people 
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feel suspense or they are curious about what happens in the story, they are more 
transported into the story-world too. Furthermore, both forms of story-world 
absorption were found to correlate positively and considerably with appreciation 
of fi lm. Suspense and curiosity equally seem to lead to the appreciation of fi lm. 

To my knowledge, suspense and curiosity have so far not been associated with 
absorption. Th e literature on entertainment experiences does acknowledge their 
importance for enjoyment (e.g., Vorderer, Klimmt, & Ritterfeld, 2004; Brewer & 
Lichtenstein, 1982). However, I propose that suspense and curiosity are not only 
enjoyable but also constitute absorption, meaning they are a variant of it, and 
this may explain in part why these experiential states are enjoyable. Th e emphasis 
in Chapters 2 and 3 was on answering research questions 1 – 3, about narrative 
determinants of absorption. Because I am confi dent that suspense and curiosity are 
varieties of absorption, I can say I did identify some determinants. Chapter 2 of 
this dissertation off ered some important insights over how suspense can be boosted 
through narrative devices (Outcome Delay), but also how the Film Genre infl uences 
it. Both experimental studies presented in Chapter 2 establish Outcome Delay as 
narrative device determining suspense. Th ese fi ndings establish the use of available 
models of narrative structure for identifi cation of features that cause absorption. 

Structural-Aff ect Theory defi nes the typical narrative structure leading to 
suspense (Brewer & Lichtenstein, 1982). SAT’s proposition that Outcome Delay is 
a critical feature had already been supported in de Wied’s empirical work (1991). 
Chapter 2 added to this body of evidence, and it added to it that there seems to be 
hardly any upper limit to Outcome Delay’s capacity to increase suspense. Despite 
the attempts to experimentally extend Outcome Delay at levels that even looked 
unnatural, no limit could be found as to the extent to which Outcome Delay could 
increase suspense. SAT was extended in yet another way. In my studies, Outcome 
Delay was tested and confi rmed across a variety of fi lms and Outcome Events, 
suggesting a universality of the utility of this factor for determining suspense. 

We added to SAT-based research into determinants of suspense yet another 
novelty investigating the impact of Outcome Delay on suspense in character-
oriented fi lm (romance scenes). Th us far research has invariably tested suspense 
eff ects of action drama scenes, probably because of the common association of 
suspense with action-oriented genres (e.g., thriller, action, crime). I showed that 
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Outcome Delay aff ects suspense as much in the character-oriented genres. At the 
same time, we discovered that the valence of the expected Outcome Events may 
impact the intensity of suspense as much as genre does. 

In identifying structural narrative features that make for absorption, Chapter 
3 investigated another tenet from Structural-Aff ect Th eory, namely the assumption 
that ordering the events of a story in particular ways in the discourse structure will 
lead to either suspense or curiosity. Th e reported study was the fi rst to address 
specifi c eff ects on suspense and curiosity of the location of exposition materials. 
Th e results showed that indeed it does matter where exposition is placed in a 
narrative discourse structure to determine whether there will be more suspense or 
curiosity to be experienced due to viewing. Th e two varieties of absorption could 
be distinguished the one from the other. 

Chapter 3 presented the fi rst empirical confi rmation of a highly infl uential, 
but as yet untested claim from narrative and fi lm theorists (Bordwell, 1985; 
Sternberg, 1993; Th ompson, 1988) that a discourse structure having exposition in 
the beginning tends to invoke suspense, while the narration starting in the middle 
of the action invokes curiosity. An important nuance to this claim, given by my 
fi ndings, is that this distinction is the strongest when the fi nal level of suspense or 
curiosity, measured at the end of a target scene, is concerned. Diff erences in the 
levels of suspense and curiosity due to exposition location are less obvious when 
the two are captured during the viewing, before the scene’s ending. It emerges from 
the studies that suspense and curiosity are both varieties of absorption, so they also 
have a lot in common. Relatively high levels of both suspense and curiosity were 
reported for all tested discourse structures, and none of these discourse structures 
led to only suspense or to only curiosity.

Th e studies of suspense and curiosity reported in this dissertation illustrate 
how we can identify content features that provoke certain forms of absorption. Th e 
current research literature on absorption-like states and their consequences does 
not yet off er much of an account of what media and narrative content elements 
make for transportation, presence, narrative engagement and so on. In particular, 
the eff ect of narrative procedures has not yet been studied. Future research should 
explore other narrative techniques, such as surprise, character identifi cation, and 
point of view procedures. 
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Chapter 4 did not directly go into absorption of any variety, but it prepared the 
ground for a further understanding of the two main varieties of absorption, story-
world versus artifact absorption. Because absorption in the artifact refl ects a fi lm 
viewer’s preoccupations with the particular construction of the fi lm and meanings 
inherent to it, it can be expected that it is related to aesthetic processing and 
aesthetic appreciation of the fi lm. An important implication of the study is that 
aesthetic appreciation of fi lm has structural similarities with that of other arts, like 
paintings. Th is implication is consistent with the notion that aesthetic appreciation 
is quite a universal experience, working similarly regardless of the medium to be 
appreciated. However, it was shown that in the case of fi lm, diff erences between 
fi lm audience groups and styles matter a great deal for aesthetic appreciation.

Th e study in Chapter 4 sought validation of a measure of aesthetic appreciation 
of fi lm in the fi rst place, but cognitive and aff ective aesthetic response processes 
that seem to be directly related to artifact absorption were also identifi ed. Th e 
emerging dimensions of the factor solution, such as cognitive stimulation, negative 
emotionality and self-reference, do not seem to be part of an evaluation of aesthetic 
qualities but rather the ongoing cognitive and emotional process leading to this 
appreciation. Th is fi nding leads to the hypothesis that absorption in fi lm as an 
artifact involves meeting challenges posed to perception and comprehension 
(cognitive stimulation), dealing with negative aff ect (negative emotionality), and 
exploring a fi lm’s meanings to the self. 

SAAF will open up the way for further empirical research of artifact absorption 
in fi lm. Specifi c measures of this variety of absorption are as yet not available. 
Because artifact absorption must be assumed related to aesthetic appreciation, any 
candidate instrument can be validated with SAAF, as an external criterion. 

STORY-WORLD ABSORPTION VS. ARTIFACT ABSORPTION
Th is dissertation did not aim to directly compare the two varieties of absorption: 
story-world absorption and artifact absorption. Th e two varieties were not 
operationalized and tested together in any of the studies. Artifact absorption 
was not even operationalized or measured directly. However, in closing this 
discussion, we can consider a few data that were gathered, and may be helpful in a 
tentative interpretation of similarities and diff erences between the two varieties of 
absorption, with the original model of absorption presented in Chapter 1 in mind. 
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Table 1 provides details on the correlations of narrative engagement, a well-
known measure of story-world absorption and aesthetic appreciation. Narrative 
engagement has been shown to strongly and positively correlate with suspense 
in my studies, as well as in previous empirical studies (e.g., de Graaf & Hustinx, 
2011). Th e measure of aesthetic appreciation is the best approximation of artifact 
absorption available among my data because it captured processes and responses 
presumably related to artifact absorption. 

A fi rst surprise is that narrative engagement and aesthetic appreciation seem 
to be associated rather than independent, as their moderate correlation suggests. 
If we consider aesthetic appreciation as a proxy of artifact absorption, then the 
two varieties seem to have more in common than their conceptualization in the 
project’s model of Absorption (Chapter 1) would predict. A possible explanation 
for this outcome is that most dimensions of aesthetic appreciation can also play a 
role in story-world absorption. Cognitive stimulation, self-reference, artistic quality 
and understanding are dimensions of aesthetic appreciation that don’t seem to 
be incompatible with story-world absorption. For example, cognitive stimulation 
derives as much from following events in the story-world as it does from wondering 
what a conspicuous use of some stylistic device may mean. Another unexpected 
similarity between the varieties of absorption is that aesthetic appreciation is 
correlated with Enjoyment. It suggests that the consequences of the two absorption 
states are more similar than expected. It appears that the entertaining value of 
fi lms can easily go hand in hand with the appreciation of their aesthetic value.

Table 1. Intercorrelations Among Varieties of Absorption: Narrative Engagement, Aesthetic 
Appreciation, Enjoyment and Negative Emotionality
VARIETIES OF ABSORPTON 1 2 3 4
1. Aesthetic appreciation - - - -
2. Enjoyment .45* - - -
3. Narrative engagement .65* .42* - -
4. Negative emotionality .52* .22 .21 -

Note. * = strong correlations;
Based on data from the second study in Chapter 2.

Th ere are also data, though, that highlight the experiential diff erences between 
story-world and artifact absorption, as suggested in the presentation of the initial 
conceptual model (see Chapter 1). We observe a diff erence between story-world 
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and artifact absorption in their correlations with negative emotionality. Aesthetic 
appreciation was correlated with negative emotionality, whereas narrative 
engagement was not. Th is observation does not come as a surprise, because in our 
starting model, artifact absorption was associated with an eff ort of understanding 
the artifact, and a mix of both positive and negative emotions, given by having 
found new meanings in the fi lm. On the other hand, story-world absorption was 
more typically associated with eff ortless experiences, pleasurable emotion, and 
an overall hedonistic gratifi cation of the fi lm viewing experience. Th is diff erence 
between story-world and artifact absorption in terms of negative emotionality 
brings my research closer to the research of Oliver and Bartsch, who did identify 
and investigated a form of entertainment appreciation diff erent from enjoyment, 
and reached through bittersweet emotions (Oliver, 1993; Oliver & Bartsch, 2010; 
Oliver & Bartsch, 2011). Th is seems to be a form of appreciation very similar to 
what I call in my dissertation aesthetic appreciation. However, it is puzzling that 
artifact absorption (that is its “proxy” aesthetic appreciation) is not only associated 
with negative emotionality, but with Enjoyment as well. Th is fi nding is all the 
more unexpected since so-called bittersweet emotions, that are part of aesthetic 
appreciation, were not expected to be associated with enjoyment and hedonistic 
forms of gratifi cation. Story-world absorption, on the other hand, is typically 
related to occurrence of suspense and curiosity, which are more outspoken 
enjoyable emotions. However, Chapter 4 of this dissertation showed that aesthetic 
appreciation of fi lm is not only about negative, or bittersweet feelings, but it also 
involves the thought-provoking aspect of understanding the artifact and the artistic 
appreciation of it. I suggest that a possible link between aesthetic appreciation and 
enjoyment is artifact liking.

SUGGESTIONS FOR FURTHER STUDIES 
Th e main fi ndings of this dissertation point to the fact that story-world absorption 
may be rather similar to artifact absorption, as narrative engagement, form of story-
world-absorption, proved to correlate quite highly with aesthetic appreciation, 
a concept that covers aspects of artifact absorption too. However, I identify the 
possibility that my results might have revealed more diff erences between narrative 
engagement and aesthetic appreciation if some of the items in SAAF had been 
phrased with a more specifi c focus on the artifact aspect of fi lm. Th e items I mostly 
have in mind are the ones belonging to the sub-scale of cognitive stimulation. It 
is likely that both narrative engagement, as form of story-world absorption, and 
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aesthetic appreciation, expected to be more related to artifact absorption, involve 
an aspect of cognitive eff ort and stimulation, but narrative engagement refers to 
eff ort in understanding the story-world, while aesthetic appreciation and artifact 
absorption should refer to cognitive stimulation evoked by the diffi  culties in the 
fi lm artifact. I recommend for future studies that will use SAAF to phrase the 
cognitive stimulation items more specifi cally such as to cover the artifact elements: 
e.g., � e � lm techniques used in this production are though-provoking. In this way 
aesthetic appreciation and indirectly artifact absorption may stand out more 
distinctly from story-world absorption. 

A second suggestion for future studies consists in identifying and 
manipulating artifact aspects of a narrative fi lm that aff ect the dimensions of 
aesthetic appreciation: what artifact element in a fi lm would increase cognitive 
stimulation, negative emotionality or self-reference, and which are the ones 
infl uencing all of them. In this way, knowledge on how diff erent narrative fi lms 
are more likely to lead to either story-world absorption or artifact absorption 
will complete the picture of how diff erent absorption states are formed in fi lm. 
Other than these suggestions, the fi ndings emerging from the amount of work 
done within this PhD project off er a reliable if incomplete image of how story-
world absorption is being achieved though the narrative, as well as how it relates 
to aesthetic appreciation, and implicitly to artifact absorption. All studies but the 
study presented in Chapter 3 used more than one fi lm as stimuli, fi lms belonging 
to various fi lm styles, diff erent fi lm genres and /or diff erent types of story events, 
for the sake of ecological validity. Moreover, fi lms were manipulated directly 
through fi lm editing techniques (Chapters 2 and 3), the dependent variables were 
captured through self-report not only at the end of the fi lm but sometimes during 
the viewing, at key points in the narrative too (see Chapter 3), while variability 
in other potentially infl uencing factors of the dependent variables was controlled 
for as much as possible (see Chapter 2 for outcome valence for example). As for 
the scale development study in Chapter 4, it was based on strong theoretical 
background, on already existing models (e.g., Leder, Belke, Oeberst, & Augustin, 
2004; Silvia, 2007, 2009) and on scales of aesthetic appreciation developed for 
other similar media (Hager, Hagemann, Danner, & Schankin, 2012). 
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CONCLUSION

Th rough four diff erent carefully designed empirical studies, presented in three 
diff erent chapters (Chapters 2, 3 and 4), this dissertation contributes to a better 
understanding of fi lm viewing absorption states, off ering insights of 1) what 
diff erent forms of absorption are there in relation to fi lm, and 2) what elements 
of the narrative lead to them. Th e dissertation also brings understanding into 
a concept that is quite new in the case of fi lm, and that proves to be much 
related to narrative absorption: aesthetic appreciation. Researchers that have an 
interest in narratives, like researchers in humanities, psychology, sociology or 
communication, can make good use of the clearer positioning in relation with each 
other of various types of absorption states into narrative fi lm, off ered by the work 
in this dissertation. Furthermore, empirical researchers interested in narratives are 
given the opportunity to further investigate a promising concept in relation to fi lm, 
which is aesthetic appreciation, as the dissertation also emerged in a reliable and 
valid scale to measures this concept: Th e Scale of Aesthetic Appreciation of Film. 
At the same time, experimentalists are given clear guidelines of how to manipulate 
story-world absorption in fi lm through the narrative, eff ectively. Practitioners 
who have an interest in absorbing fi lm making could also use the dissertation 
as a helpful tool, applying into their fi lms tips from the studies presented in the 
previous chapters of how to increase particular types of story-world absorption.  
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HOOFDSTUK 1

Het onderzoek dat in deze dissertatie gepresenteerd wordt was onderdeel van 
“Varieties of Absorption in Literature and Film,” een collaboratief onderzoeksproject 
van de Universiteit Utrecht en de Universiteit van Amsterdam.

Het eerste hoofdstuk begint met een beschrijving van het grotere project 
en introduceert het onderwerp van deze dissertatie, de onderzoeksvragen die 
de dissertatie zal pogen te beantwoorden en de wijze waarop de antwoorden 
gezocht zullen worden. Het grotere onderzoeksproject richtte zich ten eerste op 
het identifi ceren van de verschillende vormen van narratieve absorptie die de twee 
verschillende media – literatuur en fi lm – teweeg kunnen brengen; ten tweede 
zocht het onderzoeksproject naar de specifi eke narratieve eigenschappen waardoor 
de verschillende soorten absorptie veroorzaakt worden. Daarnaast werden ook de 
persoonlijkheidskenmerken van de respondenten en hun voorkeuren voor bepaalde 
narratieve genres in overweging genomen om te zien wat voor impact deze hebben 
op de diverse vormen van narratieve absorptie. Voorts stelde het onderzoeksproject 
zichzelf ten doel om niet slechts de entertainende eigenschappen van absorptie te 
onderzoeken maar ook te zien welke rol absorptie speelt in esthetische waardering 
en morele overwegingen.

De literaire theorie (Brewer & Lichtenstein, 1980; Cobley, 2001; Chatman, 1978) 
stelt dat narratieven zichzelf als twee verschillende soorten stimuli presenteren: aan 
de ene kant biedt een narratief een reeks gebeurtenissen binnen de verhaalwereld 
(narratieve structuur van gebeurtenissen, of verhaalstructuur), en aan de andere 
kant worden narratieven gekenmerkt door de specifi eke wijze waarop deze 
gebeurtenissen verteld worden (narratieve discoursstructuur, of vertelstructuur). 
Het onderzoeksproject waar deze dissertatie deel van uitmaakt ging ervan uit dat 
er twee voornaamste vormen van narratieve absorptie zijn die psychologisch en 
qua ervaring van elkaar verschillen. Sommige narratieven maken gebruik van 
technieken die de aandacht niet op zichzelf richten maar eenvoudigweg een manier 
of instrument zijn om de lezer/kijker naar de verhaalwereld te transporteren (bijv. 
bestsellers, mainstream fi lms), waardoor lezers of kijkers in de verhaalwereld 
geabsorbeerd raken en daarmee story-world absorption ervaren. Andere narratieven 
wenden methoden aan die de aandacht wel op zichzelf richten en daarmee de focus 
van de verhaalwereld afl eiden (bijv. literaire teksten, arthouse fi lms, experimentele 
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fi lms), waardoor de lezer of kijker geabsorbeerd raakt in het narratieve object of 
artefact zelf en daarmee artifact absorption ervaart. Veel narratieven gebruiken een 
zekere combinatie van deze twee technieken en leggen de nadruk op een van beide. 
Het onderzoeksproject richtte zich op het identifi ceren van de narratieve factoren 
in zowel geschreven teksten als fi lm die tot story-world absorption dan wel artifact 
absorption leiden, en poogde de vraag te beantwoorden of story-world absorption 
meer plezier (of: enjoyment) veroorzaakt terwijl artifact absoprtion de esthetische 
waardering vergroot. 

Het onderzoeksteam aan de Universiteit Utrecht concentreerde zich op 
absorptie in narratieve teksten, terwijl het onderzoeksteam aan de Universiteit 
van Amsterdam – het team waar ik deel van uitmaak – zich richtte op het 
onderzoeken van absorptie in narratieve fi lm. Deze dissertatie is het resultaat 
van het fi lmonderzoek. De specifi eke doelstellingen van deze dissertatie waren 
daarmee: 1) bij te dragen aan een taxonomie van de voornaamste vormen van 
absorptie in fi lm en de verschillen te onderzoeken tussen story-world absorption 
en artifact absorption; 2) vast te stellen wat de bepalende narratieve factoren (de 
determinanten) van absorptie zijn; 3) te onderzoeken wat de invloed van stijlen en 
genres in narratieve fi lm op absorptie is; en 4) te bepalen of de smaak van de kijker 
ook van invloed is op de absorberende kijkervaring.

Gezien het brede spectrum aan deels-overlappende concepten die in de context 
van story-world absorption gebruikt worden – zoals narratieve transportatie, 
narratief engagement, identifi catie met personages – richtte ik mij in deze dissertatie 
op twee basale vormen van story-world absorption waar een duidelijke conceptuele 
consensus over bestaat: suspense (spanning) en curiosity (nieuwsgierigheid). De 
Structural-Aff ect Th eory (Brewer & Lichtenstein, 1982) en Sternberg (1993) stellen 
dat suspense en curiosity de twee voornaamste vormen van absorptie in verhalen 
zijn, en dat deze eenvoudig opgeroepen kunnen worden door middel van bepaalde 
narratieve vertelstructuren. Het eerste deel van de dissertatie focuste zich op het 
identifi ceren van specifi eke narratieve factoren die van invloed zijn op suspense en 
curiosity, en onderzocht hoe deze gezamenlijk de waardering van een narratieve 
fi lm kunnen beïnvloeden. De eerste reeks onderzoeksvragen die in deze dissertatie 
besproken worden is:
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OV1: Welke cinematogra� sche narratieve technieken veroorzaken suspense? 

OV2: Wat voor invloed hebben � lmgenres op suspense?

OV3: Welke cinematogra� sche narratieve technieken veroorzaken curiosity?

OV4:  Wat voor invloed hebben suspense en curiosity op hoe een � lm beoordeeld 
wordt?

Het tweede deel van deze dissertatie probeert een beter begrip te krijgen van artifact 
absorption, voordat gepoogd kan worden om deze complexe toestand – die nog 
maar nauwelijks empirisch onderzocht – is aan te pakken. Omdat aangenomen 
moet worden dat absorptie in de fi lm als een artefact per defi nitie verbonden is aan 
esthetische processen, heb ik een conceptueel model van esthetische waardering 
van fi lm ontwikkeld waarin deze vorm van absorptie een plek krijgt. Beginnend 
bij bestaande esthetische theorieën en empirische studies maar vooral op basis van 
het algemene model van esthetische beoordeling en esthetische waardering in de 
beeldende kunsten (Leder, Belke, Oeberst, & Augustin, 2004) probeerde ik vast te 
stellen waaruit de onderliggende structuur van factoren in de esthetische waardering 
van fi lm bestaat. Dit leidde tot de ontwikkeling van een betrouwbaar en gevalideerd 
instrument voor het meten van dit concept (Scale of Aesthetic Appreciation of Film). 
De tweede reeks onderzoeksvragen die de lezer aan zal treff en is:

OV5:  Wat is de ervaring van esthetische waardering van � lm, en wat zijn hier de 
onderliggende dimensies van? 

OV6:  Op welke manier beïnvloedt de stijl van de � lm de ervaring van esthetische 
waardering?

OV7:  Verschilt de esthetische waardering op basis van het soort � lmpubliek dat de 
� lm beoordeelt? 
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Hoofdstuk 2 bespreekt het uitstellen van de uitkomst van een handeling (de zgn. 
Outcome Delay) als een narratieve techniek en determinant van suspense. Dit 
hoofdstuk presenteert twee experimentele studies waarin onderzocht werd in 
hoeverre de Outcome Delay van invloed is op de suspense in verschillende fi lms 
in diverse genres. Outcome Delay is het uitstel van het resultaat of de uitkomst 
van een handeling die zich nu afspeelt en waar de kijker snel een uitkomst van 
verwacht. Eerdere empirische studies hebben aangetoond dat Outcome Delay 
de suspense in een fi lm kan verhogen (De Wied, 1991). In eerdere studies werd 
gebruik gemaakt van actiescènes die de verwachting van een negatieve uitkomst 
wekken; in mijn studies bestond het stimulusmateriaal uit suspense-scènes, dat 
wil zeggen scènes die door hun narratieve structuur suspense opwekken waardoor 
een verwachting gewekt wordt van een positieve dan wel een negatieve uitkomst 
(Brewer & Lichtenstein, 1982). Ook probeerde ik te ontdekken wat het eff ect van 
Outcome Delay op suspense is als de Outcome Delay lang aanhoudt. De eerdere 
studies rapporteerden tegenstrijdige vindingen: ze vonden ofwel een lineaire ofwel 
een U-vormige ontwikkeling van het eff ect van Outcome Delay op suspense (De 
Wied, 1991).

Twee experimentele studies werden uitgevoerd om de eff ecten van Outcome 
Delay op suspense in acht verschillende fi lmscènes te testen (twee scènes in het 
eerste en zes scènes in het tweede experiment). De resultaten bevestigden dat 
Outcome Delay meer suspense veroorzaakt en toonden aan dat dit niet alleen 
het geval was voor fi lms met een nadruk op actie maar ook voor fi lms met een 
nadruk op personage. Ondanks het feit dat de Outcome Delay op diverse niveaus 
gemanipuleerd werd – waardoor de langste Outcome Delays onnatuurlijk lang 
werden – kon in deze studies geen niveau van Outcome Delay aangewezen worden 
waarop suspense daalde of ophield te stijgen. De bevindingen van hoofdstuk 2 
lieten zien dat suspense lineair stijgt als een functie van delay.

Hoofdstuk 2 bevestigt het algemeen aanvaarde idee dat fi lmgenres met 
een nadruk op actie (bijv. actiefi lms, thrillers) meer suspense veroorzaken dat 
fi lmgenres met een nadruk op de personages (bijv. romantische fi lms, drama’s). Het 
hoofdstuk verkent echter ook de rol van de typische of karakteristieke uitkomsten 
van suspense-scènes. Suspense-scènes waarin de nadruk op actie ligt bouwen 
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normaal gesproken een negatieve spanning op en ontlenen hun eff ect aan de vrees 
dat de hoofdrolspelers iets slechts zal overkomen. Het tegenovergestelde geldt voor 
suspense-scènes waarin de nadruk op de personages ligt: deze bouwen gewoonlijk 
een positieve spanning op, gebaseerd op de hoop dat de hoofdrolspelers hun doelen 
zullen behalen. De tweede experimentele studie liet zien dat de suspense-niveaus 
in typische suspense-scènes met de nadruk op de personages (die de verwachting 
van een positieve uitkomst wekken, bijv. een kus) gelijk zouden kunnen zijn aan 
de suspense-niveaus in atypische suspense-scènes met de nadruk op actie (die de 
verwachting van een positieve uitkomst wekken, bijv. het arresteren/straff en van 
de schurk).

HOOFDSTUK 3

In hoofdstuk 3 wordt onderzocht hoe de narratieve vertelstructuur van invloed 
kan zijn op zowel suspense als curiosity. Meer in het bijzonder werden er voor de 
experimenten aanpassingen gedaan aan de expositie of onthulling in een narratieve 
vertelstructuur in de hoofdlijnen van de handeling (Initiërende gebeurtenis 
– Uitkomst-gebeurtenis (Initiating Event – Outcome Event)), waarna de impact 
hiervan op suspense, curiosity en waardering van de fi lm werd onderzocht. In 
Structural-Aff ect Th eory (Brewer & Lichtenstein, 1982) wordt erop gewezen dat 
de ordening van de Initiërende gebeurtenis en de Uitkomst-gebeurtenis in de 
vertelstructuur ofwel tot suspense ofwel tot curiosity kan leiden. Het is bekend dat het 
uiteenzetten van details (locatie, tijd, persoonlijkheid en motivatie van personages) 
noodzakelijk en belangrijk is voor het eff ectief vertellen van verhalen. Er zijn echter 
geen eerdere empirische studies uitgevoerd die aandacht besteed hebben aan de 
plek van de uiteenzetting/onthulling in de vertelstructuur. Voor de experimenten 
werden drie versies van dezelfde fi lm gemaakt, welke alle overeenkwamen met een 
typische vertelstijl: 1) de expositie gaat vooraf aan zowel de Initiërende gebeurtenis 
als de Uitkomst-gebeurtenis (lineaire, klassieke sprookjesstijl); 2) de expositie vond 
plaats tussen de Uitkomst-gebeurtenis en de Initiërende gebeurtenis (detective-/
mysterieverhaal); 3) de expositie vond plaats na de Initiërende gebeurtenis en de 
Uitkomst-gebeurtenis (nieuwsstijl).

De resultaten die in hoofdstuk 3 besproken worden lieten zien dat de plaats van 
de expositie in de narratieve vertelstructuur inderdaad beïnvloedt of respondenten 
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na het kijken meer suspense of curiosity rapporteren. De meeste suspense werd 
gerapporteerd voor de versie van de fi lm die begon met de expositie, terwijl curiosity 
in de twee vertelstructuren die in medias res begonnen hoger was dan in de versie 
die begon met de expositie. De bevindingen lieten ook zien dat de gerapporteerde 
niveaus van suspense en curiosity kunnen verschillen afh ankelijk van het moment 
waarop er gemeten wordt. Bijvoorbeeld, als suspense wordt gemeten tijdens de 
climax van het verhaal zijn er geen verschillen in suspense tussen de diverse 
vertelstructuren, terwijl er na het kijken wel duidelijke verschillen gerapporteerd 
worden voor suspense die veroorzaakt wordt door de plaats van de expositie.

Een onverwacht onderzoeksresultaat was dat de vertelstructuur die het meest 
gewaardeerd werd degene was die eindigde met de expositie, wat we een typische 
nieuws-vertelstructuur kunnen noemen. Voorafgaand aan het experiment werd 
verwacht dat deze vertelstructuur juist de minste suspense, curiosity en waardering 
op zou leveren omdat deze structuur begint met het onmiddellijke weggeven 
van zowel de Uitkomst als de Initiërende gebeurtenis. Dit toont aan dat expositie 
wellicht op zichzelf interessant is als deze voorafgegaan wordt door de belangrijkste 
gebeurtenissen in het verhaal.

HOOFDSTUK 4

Hoofdstuk 4 is gewijd aan het begrijpen van de structuur van esthetische waardering 
van fi lm en leidde uiteindelijk tot het ontwikkelen en valideren van een nieuwe 
schaal, de Scale of Aesthetic Appreciation of Film (SAAF – Schaal voor de Esthetische 
Waardering van Film). In de besproken studie bekeken participanten stukjes fi lm van 
tien/veertien minuten en gaven toen cijfers voor ervaren suspense, curiosity en hun 
waardering. De SAAF werd getest (N = 322) op drie verschillende fi lmstijlen (voor 
dezelfde deelnemers: mainstream Hollywoodfi lms vs. arthouse vs. experimentele 
fi lms) en op drie verschillende publieksgroepen (tussen de deelnemers: mainstream 
Hollywoodfi lms vs. arthouse vs. experimentele fi lms). Een eerste groep van items 
was grotendeels gebaseerd op het model van esthetische beoordeling en esthetische 
waardering in de beeldende kunsten (Leder, Belke, Oeberst, & Augustin, 2004) 
en op de Art Reception Survey (Hager, Hagemann, Danner, & Schankin, 2012), 
een erkend instrument waarmee esthetische waardering van schilderijen gemeten 
wordt. Een exploratieve factoranalyse bracht vijf onderliggende factoren van 
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esthetische waardering van fi lm naar boven die sterk overeenkwamen met de 
zes onderliggende factoren van de esthetische waardering van schilderijen. Deze 
factoren kregen de namen cognitive stimulation (cognitieve stimulans), negative 
emotionality (negatieve emotionaliteit), self-reference (zelfverwijzing), artistic 
quality (artistieke kwaliteit) en understanding (begrip). De factoren Positieve 
Aantrekking en Expertise droegen bij aan de waardering van beeldende kunst (zie 
de Art Reception Survey: Hager et al., 2012), maar deze zijn niet opgenomen in het 
model voor esthetische waardering van fi lm.

De validiteit van de SAAF werd aangetoond voor diverse fi lmstijlen en het lijkt 
erop dat de SAAF signifi cant onderscheid kan maken tussen fi lmpublieken. Een 
opmerkelijk resultaat was dat kijkers van experimentele fi lms veel hoger scoorden 
op de schaal dan kijkers van arthouse fi lms en mainstream Hollywoodfi lms. Het 
onderscheid dat SAAF maakte tussen de fi lmstijlen was stind niet los van, de 
categorie van het fi lmpubliek waartoe de testkijkers behoorden. Het duidelijkste 
onderscheid dat de SAAF aantoonde lag in de waardering van experimentele fi lms, 
die onder kijkers van experimentele fi lms veel hoger was dan de waardering voor 
de andere fi lmstijlen; echter, de typische kijkers van de andere fi lmstijlen hadden 
de minste waardering voor experimentele fi lms.

HOOFDSTUK 5

Dit hoofdstuk bespreekt de belangrijkste bevindingen van deze dissertatie en geeft  
antwoorden op de overkoepelende onderzoeksvragen die in hoofdstuk 1 gesteld 
werden. Het hoofdstuk probeert in het bijzonder voorzichtige conclusies te trekken 
over de verhouding tussen story-world absorption en artifact absorption, enjoyment 
en esthetische waardering van fi lm. Om dit te ondersteunen maakt dit hoofdstuk 
gebruik van data die in alle studies verzameld werd en die niet in de afzonderlijke 
hoofdstukken aan bod is gekomen.

De belangrijkste bevindingen van deze dissertatie zijn: 1) story-world 
absorption, in haar verschillende vormen (suspense of curiosity), kan versterkt 
worden door narratieve technieken die we kunnen identifi ceren, en deze technieken 
werken vaak samen om de kijker het verhaal van een fi lm in te trekken; 2) er 
is ondersteunend bewijs voor esthetische waardering als een universeel concept 
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dat in diverse media op een vergelijkbare manier functioneert; 3) het lijkt erop 
dat artifact absorption cognitieve en emotionele processen behelst die ook tot 
esthetische waardering leiden. De belangrijkste bevinding van de dissertatie is 
echter dat story-world absorption (absorptie in de verhaalwereld) wat ervaring 
betreft  niet per se sterk afwijkt van artifact absorption (absorptie in het artefact, 
het object), zoals wel vermoed werd in de defi nities van deze twee concepten die 
het uitgangspunt van het onderzoeksproject vormden. Een van de kenmerken die 
deze vormen van absorptie gemeen hebben is dat ze beide evenzeer verbonden 
zijn aan esthetische waardering van fi lm. De data liet zien dat hoe geabsorbeerder 
mensen in de verhaalwereld van een fi lm raakten, hoe meer enjoyment ze door die 
kijkervaring hadden, maar ook hoe meer esthetische waardering ze voor de fi lm 
hadden. Er was maar één factor van esthetische waardering die niet zowel met 
story-world absorption als enjoyment correleerde: negatieve emotionaliteit.

De implicaties van de resultaten van de studies die in deze dissertatie 
gepresenteerd worden hebben allereerst betrekking op toekomstig onderzoek. 
Onderzoekers zijn nu in staat om met de SAAF esthetische waardering van fi lm 
te meten en kunnen de eff ecten van de determinanten van esthetische waardering 
verder testen. Ook kunnen de gevolgen van esthetische waardering in toekomstig 
onderzoek eenvoudiger onderzocht worden. Verder draagt deze dissertatie bij aan 
een beter begrip van de absorptie-ervaringen van fi lmkijkers en biedt het inzicht 
in 1) welke vormen van absorptie in fi lm er bestaan; en 2) welke elementen in een 
narratief deze veroorzaken. Het hoofdstuk bespreekt verder de impact van deze 
dissertatie op de creatieve industrie: fi lmmakers en campagne-ontwerpers kunnen 
heldere richtlijnen toepassen voor het verhogen van story-world absorption.

Hoofdstuk 5 doet ook suggesties voor verder onderzoek. De voornaamste 
suggestie is het verder verkennen van de verhoudingen tussen esthetische 
waardering van fi lm (gemeten door de SAAF) en story-world absorption en 
enjoyment in verschillende fi lms. Op die manier kan de relatie tussen story-world 
absorption en esthetische waardering verder gespecifi ceerd worden. Ten tweede 
kunnen onderzoekers het narratieve stimulusmateriaal en narratieve absorptie 
in experimenten manipuleren om de eff ecten hiervan op esthetische waardering 
vast te stellen. Ten derde kan in de analyses gefocust worden op de onderdelen 
van de SAAF die artifact absorption meten om op die manier overeenkomsten en 
verschillen tussen de twee vormen van absorptie vast te stellen. Er is zeker verder 
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onderzoek vereist naar de verschillende vormen van narratieve absorptie in fi lm, 
en deze dissertatie geeft  belangrijke inzichten in hoe de twee belangrijkste vormen 
van narratieve absorptie – story-world absorption en artifact absorption – zich tot 
elkaar verhouden en biedt daarmee ook belangrijke handvatten om het onderzoek 
naar dit onderwerp naar het volgende niveau te tillen. 
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