A stimulus set of musical intervals that elicits varying degrees of valence by simultaneous manipulation of consonance and timbre 

Consonance is considered to be a measure of pleasantness (e.g., Koelsch et al., 2006) but as yet researchers have not reached a consensus on how one defines consonance (e.g., Cazden, 1980; Parncutt & Hair, 2011; Tenney, 1988). Most often consonant musical intervals have been defined based on the simplicity of the ratio of the fundamental frequencies of notes (e.g., Gosselin et al., 2006; Trainor et al., 1998) or their harmonic content (e.g., McDermott et al., 2010). In the present set of stimuli, we manipulated consonance and specific acoustic properties so as to create sounds that elicited different degrees of valence. Specifically, we simultaneously manipulated the consonance/dissonance of musical intervals associated with musical rules (i.e., the simplicity of ratios of fundamental frequencies of tones) and the timbre of notes (i.e., the frequency components of tones). Thus, we created musical sounds that typically (i.e., according to musical rules) are consonant but are being perceived as unpleasant due to their harmonic content. 
The development of this stimulus set was inspired by Tenney’s (1988) historical definitions of the concepts of consonance and dissonance -particularly the polyphonic and the psychoacoustic concepts- and was based on Sethares’ (2005) work demonstrating how one can create musical scales based on synthetic timbres so as to modulate ratings of pleasantness in musical intervals (e.g., change well known intervals of western music that are considered to be consonant to be perceived as highly unpleasant).  
[bookmark: _GoBack]This stimulus set has been behaviorally validated in terms of valence (i.e., pleasantness/unpleasantness; Papavasileiou & Vatakis, in preparation; 2014) and ultimately can be used for the study of emotion with music as current literature is usually using complex music pieces with multiple levels of potential confounds (e.g., multiple acoustical parameters modified, memories associated with the music piece). The defining characteristic of this stimulus set that distinguishes it from other auditory stimuli used in research, is the implementation of two different consonance definitions, while the stimuli remain very simple and well defined in terms of their physical properties (e.g., power spectra; see ‘Stimulus Description’ file for more details). 
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