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ABSTRACT -
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_12-year~ocld children to the aesthetic properties of repleteness,
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drawing, music, and literature. The stylistic properties manipulated
in sensitivity tasks were, in drawing, thickness and terture of line;
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properties in one art form did rot predict ability to perceive these
same properties$ in anothetr .art form, Likewise, ability to perceive
one aesthetic property did not predict ability to perceive another
aesthetic property in the same art form. These results were seen to
indicate that very young children do not attend to aesthetic
properties of adult art and that aesthetic perception develops
property by property and domain by domain. It was suggested that
aesthetic perception appears to emerge as not one skill but as pany.
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&gﬁn ', Abstract

~ ¢ : .

R methodology is prgsented forfnx&mining perceptual.
development in the arts and a study based on §his methodclogy‘is
reported. The purpose °f’eh§ study was tg :Q?rt the deﬁelomehtaf
course of perceptual skills used in the arts and to 1n§estigate
uP:;hqr thlﬁ’.lkifii nenaraliﬁe\acﬁoss art forms and aesthetic
propnrti;iVOP.aée “art—form—ﬁpegifié“ andg/or “pﬁo&evty-specific.“

Sevean, 9, and 12 year olds’ se?\s‘iti'vxty to three aesthetic
prcpertiss (rcplntencss,-lxprnssion,‘and composition) was
invnstigated in three art forms {(drawing, music, and
literature). Sgﬁsitivity to assthetic properties was shown to
develop. between 7 and‘g years of age. Rbility to perceive
agsthetic properties in one art fo;m &id not predict ability to
pérceiv. these same properties in another art form (supporting

b1

the “art—forméspecific“ pcsitién). Likéwise. ability to perceive

- -

-

one assthetic property of an art form did not predict ability to
perceive anocther aesthetic property'in the same art form
(supporting the “property-specific" position). These results

suggest that very young children do not attend to aesthetic

dmoroperties of adult art works and that aesthetic perception

develops property by property, and domain by domain. Resthetic

perception appears to emerge as not one skill but many.
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Children’s Perception of "Resthetic” Properties of the Arts:

Domain-Specific or Pan-Artistic?
’ P

L

Over the past two decades, a great deal has been learned

abéué the development of "basic—level” symholization in young

. children (Wolf, ;979); By basic level symbolization, we refer to
the &n&crntandinn that one slement stands for, or refers to,
another element. During the first few yearé of life.,ehildren‘
come to leikn; for instance, thag words gefer to objects in(;he
world; that marks on a two?dimcnsional surface refer to

three—dimensional objects; and that one object can be used in

play to stand for an imagined object.

~

&

Un%nrstgndinn reference and representation is the

|caffoldinn*upon which all symbol use rests (Eoddman, 1976). s

Nhﬁle a considerabl® body of knowledge has been acquired about

this fi st-draft understandgﬁg of symbolization, veéy little is

known about how children become sansitive to aesthetic, | i

non-reforentig{ aspects of symbol usa. |
In what foiibws, we describe a new &ethodology designed to -

investigate children’s ability to perceive "aesthetic” p?ogertieg

of symbols. Sensitivity to thr#a aesthetic properties was

' investigatnd in each of three symbol systems. The three

assthetic properties examined were repletensss (to be defined),

expression, and composition; the three symbols systeﬁs examined

wara drawing, music, and literaturae.
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This study is part ofuan ongoing proﬁram.of rasearch on
&n-thntic dlvclobment,‘aﬁd presents the first hicturé of the
relationship among pckc-ptual abilities in the arts. The
resgarch was designed to address three broad questions: (i) When
do children bnéome able ﬁo perceive ;sgthetic properties of
symbols? Ié this skill early to develop, as ii basic—levnl-
symbolization, or is it a relativeiytlata acquisition? (2) Is
the ability tokpercéivg aesthetic properties a general skill,

-

cuﬁtinn aéross art forms? That is, does sensitivity to
expression {fcr example) in one art form oredict sensitivity t;
expression in another art form, oF is this akility one‘that is
"art-form-specific?" (3) Is thé'ability to perceive an aesthetic
J property.-of a given art form related to the gﬁility to percefvé
other aaesthetic properties of that same art form? That gs, is
there a general aesthetic ;ensitivity skill within an art
form, or is su:h sensi?ivity “property~spe:ifﬁc?“

To ask when children bhegin to perc . ve aesthetic properties -
of symbols, one must attempt to delireate the distinction between
aesthetic and non—aesthetic ways of symbolizing. Owne might ’
easily make the mistake of confusing aesthetic symbolization with
particular sy&bcl systems. Thus, one might a%nue(that whenever a
chgld draws a picture or hums a ture, this behavior constitutes a
caée of aesthetic symbolization. The problem with this solution
beconies apparent when one considers the case of language.\

Clearly, ordinary usage of language does not count as

aesthetic: a distinction is usually made hetween ordinary

4
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language use and the ways in which poets use words, even though
t%e criteria for this distinction are difficult to articulate. -
It is argued heré that the same distinction can‘be made in thé
case of other‘symbol systems.

Rccardipn to Goodman'’s (19?6) pathmbreakiﬁg analyses of
artistic symbolization, no symbol is inherently aesthetic or .

non—aesthetic. A symbol can function ﬁon—agsthet‘cally or

-aestheticaily, dependigg on how it is "read” by the perceiver.

- ke argue that when & symbol functions aesthetically; threes

properties of the symbol are highlighted: resjleteness, expres—
~ion, and composition. ) N

Eﬁglgﬁgﬂégg: To illustrate what is meant by each of‘these
properties, consider Goodman's (1376) examplie of aazig-zag 1line.
If such aﬂline is part of an electro-cardiogram, all that is
important to notice are the referential aspects of the line --
its peaks and dips relative to the abscissa and the ordinate.
The line is thus functioning as a scientific syMboi. But if this
Zig—zag line delineates the edge of a mouni.. in range in a
landscape drawing, a number of other physical apsects gf the
line besides its contour become important to notice: e.g.,
variations in the thickness of the line, its color, its texture,
etc. Rll of these aspects are constitutive of the meaning of
the line and should not be ignored. It ’'is for this reason that
when the line is functioﬂ}ng aesthetically, it cannot be trans-—

lated: altering the color, thickness, or texture of the line

yields a diffgrent symbol. In contrast, when the line is

By
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functioning as an electro-cardiogram, it is readily ) A y
translatable. That is, if one changes the color, or translates

the line into a series of numbers, no information is lost. fhe
property of aesthetic symbols whereby relatively many physical
aspects of th.‘syﬁbol Eontribute to its meaning is referred to

here asirepleﬁenes; (Bo;dman.f1976);

Expression. When the zig-zag line is functioning .as an

electro—cardiogram, it conveys meaning by denoting what it’

refers to. In the same way, a stop‘sign denotes the command to

ftop, and a "Y" on a road sign denotes a fork in the road ahead.

When a symbol functien: aesthetically, it is not only gmportant

to nétice what it literally denctes or represents (i.e:, st ands

for), but also what it-expresses metaphoric&lly. A line in &
drawing may be described as fierce, calm, Joyful, anguished,
heated, ripe, etc. BSuch descriptions are of course
‘metapho;ical. Moreover, lines on maps and graphs cannot be
referred to in this way. It is ocnly when a symbol is functioning
aestﬁetically that it symbolizes by.metapﬁorical expression of .
properties that-it does not literally possess (Boodman, 1976).

Compositijon. When the line is part of a Iandsc;pe drawing,

one attends to the organization of the line ocn the page -~-
whether it is balanced in some way (not necessarily through
symmetry) or whether it is unbalanced, yielding an imprgssion of

lack of resolution (Arnheim, 1976). We refer to this property as

composition. Of course, all pictures, including electro—
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gramss have a compositién. However, in a work of art, ‘the
composition is part of the meaning of the work, contributing
perhaps most importantly to its expression. . ﬁehca it is more
important to attend to comﬁos{tién when a symbol is functioning
aesthetically. (

The logic of this approach leads to the conclusion that no
symbol is inherently scientific, pragﬁati:, aesthetic, etc.
Whether a symbol functions aesthetically depends on the éttitude

~

that.the perceiver adopts, on what he chooses +to notice. Even a
found object such as a rusted piece of machinery can function as
an aesthatic-symbol,}provided that one attends gc its |
repleteness, expression, and composition. But if one attends
only to the object's literal meaning -— e.g., pragmatic;lly, what
the piece of metal actually used to be —— tpen the obgect is not
funétioninu as art. |

Tﬁe three properties argued to be central to works of art
mani fest themselves in all forms of art. For instance, language
becomes replete when orne attends to sound qualities, meter,
sentence structure, étc; threough connotétion, words can express
properties that they do not literally denoté; and when a
1§nquistic text is functianinﬁ as art, it is characterized
by a well-organized composition through which some form éf
resolution is ultimately achieved. Similarly, musical scound
becomes replete‘when one attends to properties such as articu-

lation, dynamics, timbre, etcjs musical sound can express moods

and other non-auditory properties such as heat and celd; and
7
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when sound is used toc make music, it‘is characterized by a
composition in which tension that has been built up is eventually
resolved. It is ohly to the extent that the perceiver attends to
these three properties that he can be said to be perceiving a
symbol as an aesthetic symbol.

One cammot determine when children become sensitive to
aésthetic properties of symbols by examining the kinds of art
works that are produced at va;;ous ages. For ins%aﬁce, although
preschool drawings have often been described by artists as | <
@xpressive, playful, and balanced (e.g.; Gardner, 1988; Winner, -~
1982), we cannot conclude that these properties werg
intentionally ;roduced by the child, Nor can we assume that the
child even .perceives the properties that the adult perceiyas in
hié drawings.

To investigate children’s sensitivity to aesthetic proper-
ties of symbols, we.constngc€§d a set of perceptual tasks. By
administering the tasks to children of different ages, we sought
to pinpoint the emergerice of sensifivity to aestheéic
properties. To the extent that young children prove blind to
aesthetic propert%es, the aesthaetic properties that we perceive
in children’s'art work cannot be assumed tc be intentionally
produced. )

Through the construction of parallel tasks in three art
forms —-- drawing, music, and literature ~-- it is possible to

determine the degree to which sensitivity to a given aesthetic

property generalizes across art forms or is "art-form—specific.”

&

8
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This mntho?ology allows one to ask, égr instance, whether
sensitivity to repleteness in orawing predicts sensitivity to
repletengss in music and/or literature. If sensitiviity. to ‘
aesthetic prapgrtieé is."art—form~sPacific,“ then one cannct
assume that thexe is such a thing as & general aesthetic
snnsktivitytthat cuts across the arts.

We also ;xamined the relationship among the abilities te’
perceive the three aesthetic properties within a given art form.
That is, does level of sensitivity to repleteness in drawing
predict level of sensitivity to expression and/or composition in
drawing? If sensitivity to each property is independent of
sensitivity to other properties within the sameaart form, instead
of speaking about skills such as "sensitivity to music," one must
speak of the more specific skill of "sensitivity to expression £n
music," etc. There is some_empirical evidence to suggest thét
sensitivity to an art form may develop property—-by—-property:

Wolf and Gardner (in preparation’, for instance, report that in
very young children, sensitivity to pitch relations in music may
occur without comparable sensitivity?to rhythm, and vice versa.

We have usad some of the tasks previously to examine
sansitivity to & particular asesthetic property as it manifests
itself in a particular art form. For instance;, we examined
sensitivity to repleteness in drawing (Winner, BIan, and
Gardner, 1983), music (Davidson, Gardrer; and Winner, 1983),. and
literature (Massey, Gardner, Blank, and Winmer, 1383), as well as

sensitivity to expression in drawing (Blank, Massey, Gardner, and

S
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Hinnerh 1984) and music (Davidson,'ﬁardner, and Winner,, ;983),
andg snﬁsitiQity to composition in literature (Rosenbhlatt, Massey,
Gardner,. and Hinnér. 198%5). Thesé studies were carried out to
investigate the fine structure of sensitivity to an aes}hetic
property in a given aﬁtlform. For instance, we investigated the
kinds of eompos;tiona} principles most easy and difficult to
perceive in literature, the kinds of repleteness properties most
and least readily perceived in drgwing‘ etc. While a great deal
of information was pgained from these studies about perceptual
abilities in different art forms, information about the
relationship among art forms and among aesthetic properties could
not be provided by these studies. The purpose of the present
study was to pravide such information.

Every effort was made to design tasks of comparable
difficulty level. That is, we tried to design tasks that were of
equal difficulty across art forms (drawing, music, and
literature) as well as across aesthetic properties (repleteness,
expression, and composition). i1t is, of course, always possible
to construct extraemely difficult repleteness tasks and extremely
fasy expression tasks, or very difficult drawing tasks and very
easy music tasks, etc. But if the tasks differ in level of

difficulty, it would bhe risky éo draw conclusions about either

domain— or property-specificity. For instance, if tasks in

one art form were more difficult than thosa in the other art
forms, there might be a floor effect. If this occurred, a chile

who performed well on an easy task might fail at the difficult

” _ 10
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task. From thii one might conclude that there was %o
relationship between skills in the two art forms when in fact a
rn!ationshi§ minht have been discerned had the tasks been
conparable. The same problem would occur if the tasks assessing
one aesthetic property were moré difficult than tagks assessing
the other properties. ‘MOPEOVGP, any interaction b;tyeek art form
and aesthetic'ﬁropavty would be rendered uninterpretable since e
could not determine if this were due to arhitrary differerces in
task diTficulty or 2o a genuire interacticn..

'Since there is no definitive a4 priori way of asgess;hg task
difficulty, we had to rely on pilot testiﬁg to determine that the
tasks were comparable. Howéver, only subsequent statistical
analyses could reveal for sure whetéer in fact our tasks were

comparable. RAs will be discussed below, MANDVAs demonstrated that

indeed ocur tasks were equal in averape difficulty level.

Method
Subjects. Ninety children at each of ages “y3, and 12 were
randomly selected from public school classrooms in the Boston
area. Half of the subjects at each age came from lower middie
class neighborhoods and half came.frqm upper middle class
neiphborhoods. Subjects were equaily divided between males and

£

females.

o

Materials and Procedure. Nine sets of tasks were censtrg;ted‘

by crossing three art forms (drawing, music, ligerature) wifh

-

three properties (repletenesé, expression, composition).

i1
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Stimuli wern‘adﬁptgd from art works by adult artists. In the
repleternass tasks, children were presented with an incomplete
work (a black and white line drawing with a portion missihg{-é‘

fragment of a melody, .a fragment of a story or poem) and were

- £ : ' .
asked to select from two choices the one which was

- -

*
v

graun/played/written in the same way. One completion violated a
stylistic p?épnrty: one completion (the ar%ist’s actual
completion) maintained the stylistic pFoperties of the target.

Of covrse any number of stylistic properties could have been

chosen for investigation of sensitivity to repleteness. We wmade
2

‘the following choices, based on the previqQusly mentioned studies

investigating each art form separately. The stylistic properties.

€ -
~.
N

manipulated in drawing were two different qualifies of N

3

line: thickness and texture. In music, the stylistic properties
manipulated were articulation, timbre, and dynaﬁiés. In litera-

ture, the stylistic pﬁoperties manipulated were meter, rhyme, and

- -

"similes (present vs. absent). We reasoned that if a child

<
~ P

perceived the drawing, music, or story fragment as an aesthetic
obhject, then he arssha‘should notice these stylisti: properties
and recognize them;tc;be relevant to the work. .Hence, th; child
}shquld select the écntinuafian that maintained these proﬁerties.
If the child selects at random, we can conclude that he or she is

not attending to, or does not deem important, the st?listic

properties in gquestion. We could cona}ude that the child was not

i

perceiving the work as replete. (See Tables 1-3 and Figures $-3

for descriptions and examples of repleteness items.)

i2
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In the expression tasks, children were presented with a

*

targat work (a rnpﬁbduction of ‘a painting or drawing, a brief

segment of'mugic, a portion of a sgary or poemn) clearly expres—
.

sing either a happy, sad, calm, cr excited mood (as determined by
" ) " . -
adult raters) along with two other works in the same art form.

OneCThoice expressed the same mood as the tarpet;y the other

el

expressad the opposite mood (as detarmineﬂ by adhlt :

raters). Children ern asked to think akwout the mood shown in the

; s ‘
target work and to selectSfrom the two choices the one expressing

a similar mood. We selected two polar pairs of moods to inves-
} -

tigate: happy vs. sad, ihd @xcited vs. caim. We selected these

because most works of art can be described along one or both of

« 7

these dimensions; mowebver, distinctions between these moocds are

ones that ought to be madg by very young child;Eh. ‘In tﬁe

drawing tasks, the moods were conveyed by properties such as

color, line, and composition. In the music tasks, the moods were
;onveyed by tempo and mode. In the literature tasks, the moods

were conveyed by semantic connotation. Never were fhe mood terms

used in the literature fragments, nar«dia the fragments contain ’
cdescriptions of people displaying the relevant moods. Instead, gi i&
mood was conveyed by the connotation of wordg used to describe

-

sSCanNes. (Si‘tTables 4—-6 and Figures 4-6).
&

13
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n the composition tasks, children were ﬁrcsented with an
incomplete work (gn-inccmpiete graphic deginn‘ ; melody or story
w£thout an endiﬁf) along with two possible completions, each
consisting of the original target plus an ending. Children ware
asked to choose the completed Nork that 1§ok-dfsounded the
bast. In the drawing task, the inappropriate co&plﬁtion vyielded
pictures which were unbalanced;7xhsLappropriate completion was
balanced. In qnly one of the six drawing composition ;tems wWas
the appropriiée completion balanced through simple symmetry.

In the remaining items, b;kancc was achieved by asymmetrical

placament (as in Figure 7) ér by rtolor proportion. For instance,
: 0

a small patch of bright~color is percéié&d as heavy because of

its brightnESS and thus can be counterbalanced by a Ia§ger

portion of a duller color (RArnheim, 13974). In the music tasks, a

reﬁolution in composition was achieved by returning to tba kaey of

*

origin, making the final phrase symmetrical in length to the
opening phrase, or by continuing the motive or figure of the
melody fas in Figure 8). In the literature tasks, a resolution
was achieved by resolving tho‘story conflict (as in the item in
Figure 9) or returning to a motif with which the story opened.
(See Tables 7-9 and Figures 7-9).

Tables 7-9 and Figures 7-9 about here

During the task construction phase, all items were adminis—

3

tered to at least ten adults. Only those items for which adults
selected the "correct” choice 98-100%X of the time were used.

These items were then administered to 7,9, and 12 year olds

i4
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s@rving as pilot subjects. Items which yielded scoreé (averaged
across ages) of arocund 30% fchanée)'or around 108% (ceiling) were
omitied since they were considered to be either too difficult or
ved easy and hence would not reveal individual‘differences.

In the study proper, fifteen subjects at each age were
randomly assigned to one of _six conditions. In each condition,
subjects reqeived three tasks. In Conditions 1-3, subjects
received tasks assessing sensitivity to one aesthetic property in
each of three art forms (e.g., repleteness 16 drawing, music, énm:i_?L
literature). In Conditions 4-6, supjects reee;ved tasks assessing
Qunsitivity to each of three aesthetic properties inh one art form
(e. g., replateness, exprnision, and composition in music). (See
Table 1@ for a description of each condition.) This design -
allowed us to address the three questions stated above. (1) An
analysis of age treands across all six con&itions addressed the
question of when children Qecome sensitive to aesthetic
properties, as assessed by our tasks, and hence whether this
sensitivity emerges relatively early or late in development.

{2) Caﬁdftions 1-3 allow a within-subjects comparison acrosg art
forms for each aesthetic prope~ty. This addresses the qQquestion
of whather sensitivity to a particular aesthetiE Property
generalizes across grt forms or is "art-form—-specific.”

(3) Conditions 4—6 allow a uithinisubgects comparison across

aesthetic properties for each art form. This addresses the

question of whether aesthetic sensitivity to a particular art
>

15



fqrm generalizes across\aesthntic properties or is
“property-specific.”
Iable 10 about here

A ]
Each child was seen individually for 1-3 sessions lasting

2045 minutes each. Session length anq number depended on
condition: literature and music tasks took longer to administer.
One practice item was 1ﬁc1uaed at the begimming cf the literature
and music taskstbecause of the more complax instructions due to
the "tamporal” nature of the tasks. Lrder of pres%ntation of
tasks in all conditions was rhﬂdomi;ed and countnrbaiahced across ?
subjects. Rll literature items w~ere presented on audiotape in
order to standardize speed, clarity, and intonation. Intonation
was kept neutral in the literature nxpraggion items so that the
expressed meaning was conveyed by the words themselves and not by
how they  were spoken. Tﬁn literature tasks were presented
orally rather than in written form because this is the way that
young children first encounter lifterature and because a task in
written form could not have been used for the 7-year+olds due to

N

readiny ability limitations.
L3

Results
Table ii presents th; nean géores for all conditions. The
highest possible score for any tgsk was 6. To determine which
sCores ware above chance level, a t-test was performed comparing
the cbserved mean scores vs.‘3.@, the level expected by
chance. On Table 11, scores that are significantly above chance

1

(p¢.B1) are asterisked. Because of the design of the study, each

/
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task was administered twice (e.g., drawing repleteness in

Conditions 1 and 4). Thus, each task is replicated once. We

T

gﬁk\ 2]
examined when Scores exceeding chance were replicated (i.e., when

childran could exceed chance on both administrations of a —
: » k _ ~
particular task). This analysis revealed that seven year olds
performed at chanceélnval on gvery task exéipt the music
expression task. Nine yeanr olds peéformed at chance lavel on allt
three kinds of repleteness tasks f(drawing, music, litcgaturnk and_
on iitaraeurnnnxprnssion. Twnlvi year olds performed at a level
above chance on all but the literature expression task. This
indicates that the aesthetic properties in question, as assessc&
by our tasks, are not immediately pef:eptible to seven or even to
nine year olds.
Tabie 11 about here

Howevaer, inspection of the means reveals that even the
chance level scores tend to be above 3.0 more often than below
3.8. This suggests that even when s¢cores were not significantly
above‘chance, children were not guessing on every item. In fact,
as will be shown below, the chance level scores wera high enough
to prevent a main effect of art form (with music as the easiest
form to pRrceive) as revealed by MANOVA. |

R queated—maasures MANOVAR was performed on the correct
sSCores f; Conditions 1-3, with four bestween—-subjects factors, Rge
(3), Resthetic Property (3), BEE (2), Sex (2), and one
within—-subjects factor, Art Form (3). Significaﬁcn lavel was set

'3

at p(. 21. There was & main effect of Age, F=25.35, df=2, 100,

17
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R(.821. .As determined by post-hoc Tukey tests (Q.®1), this
occurred because the 7-year-olds? sCores were lower than those of
both 9—-and (2-year—dlds, while th-rn was no difference batween
tﬁe scores of Qeand”ia—year-qlds. A main effect of Resthetic
Property approached significance, F=4.48, df=2,100, p=.014. This
finding occurred beacause the mean scores for composition were
nlinhtiy higher than théne for repltteneﬁs, which in turn were
slightly higher than those for @xpression. As discussed above,
the tésks had becn.deligned in an effort to equalize difficulty
levels across aesthetic properties. Differences in difficulty
across aesthetic properties would create a serious problem in
interpreting our results. However, the differsnces found here
ware toco small to reach significance in a post-hoc Tukey
comparison of means test. Moreover, as will be seen below, in a
sacond MANOVA in which Resthetic Property was treated as a
within-subgects factor, no difference was found betwgen the three
properties. Since between—-subjects comparisons are aiways more
revealing, we feel that we can safely concluda{that our tasks
assessing sensitivity to the three aesthetic properties werar
roughly comparable in difficulty level across subjects.

Finally, there was a main effect for 8ES, F=7.65, df=1,100,
p=.227. This coccurred because subJectsAfrom upper middle class
schools performed at a higher level than those from lower middle
class schools. There were no main effects for Sex or for Art

Form. Art Form interacted with Resthetic Property, F=12.03,
¢

df=4,200, p(.281. As determined by Tu. ey post-hoc comparisons of

18
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means (D(.01), subjects in Condition 2 (who received the three
types of expression tasks) achisved 1c§3r sCores on the
literature taskg than on either the music or drnwinaytasks.
There was no difflrnnce‘betucnn their performance on the music
and drawing tasks. Thus, perceiving %§prlssien in literature
appears to be significantly moré ﬁiffgcult than parceiving
exprassion in #rawing or music. There was no difference among
tasks in the three art forms for subge&ts in the Repleteness
group: (Condition i) or the Composition group (Condition 3).

An identical MANOVA was performed on correct scores in
Conditions 4-6. This analysis provides a partial replication
tast of the previous analyses. The only differance between the
two analyses was that in the first analysis, Resthetic Property
was a between-subjects factor and Art Form was a within-subjects”™
factor, while the reverse cobtained for the second analysis.

Thus, the first MANOVA allows a stronger test of the
"arf—form—specific“ hypothnsis,(whereas the second MANOVA allows
a stronger test of the "property-specific” hypothesis.

Four findings in the first MRNOVA were replicated by the
second MANOVAR. There was a main effect of Rpge, F=14.77, df=2,99,
(. 881, with 7-year-olds performing at a lower level than both 9-
an& ieg-ymar—-olds (as determined by post—hoc Tukey tests, p(.Qi).
There were no effects for Sex or Art Form. Art Form interacted
with Resthetic Property, F=4,44; df=4,138, p=.002. When post-hoc

Tukey tests were performed on within-subjects comparisons between

means (i.e., comparing repleteness, expression, and composition
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tasks in music), no significant differences were found at p(.a1.
Howaver, when the significance level was reduced to (.05, ﬁhe
litnratur:‘nxprcssion task was found to be more difficult than
the literature composition task. When the tests were performed
on between—-subj@cts comparisons between means (i.e., comparing
exprassion scores in each art form), the literature expression
task proved more difficult than the music axpression task
*(n(.@i). Thus, taken together with the first MANOVAR, results
converge to %ndicatn that sxpression in verbal texts is perticu-
larly difficult for children fo perceive.
~ Two findings of the firsg analysis were not rép%icated in
the second analysis. First, SES was not significant, although
this factor approached sigﬂificancg (p=.017), with the
upper-middle class population ag;in performing at a higher
leval. And second, there was no affect of Resthetic Property.
That is, repleteness, expression, and composition task; (scores
summed across art forms) did not differ in difficdlty. Since
Resthetic Property served as a within-subjecte factor in the
_second MANOVR, this result should replace the between—-subjects
effect of Resthatic Property yielded by the first analysis.

Tha MRANOVAsS revealed that sensitivity to these aesthet ic
properties is not present in very young children, as even S and
12 year olds had difficulty perceiving some of them. The
analyses also revealed that sensitivity to at least one property

-— @xpression -— is more difficult in literature than in other

art forms.

20

21



}

wummmmmm&f In order to

test whether aesthntic senﬁitivity ig "art- form~specifxc" and or
"property-specific,”” relationships anong scores across art
forms (for each aesthetic property considered separately) and
among scores across assthetic properties (for each art form
considered separately) were gxamined. To this end, Pearson R
gdrrela§ions were computed for each condition.

To address the issue of art-form specificity, correlations
ware computed for Conéitions {1-3. With significance.set at
g¢. 01, only one out of nine possible correlations reached
significance: drawing repleteness scores correlated with music
repleteness scores, r=,41, QF:QGS (Condition 1). With
significance level set at p(.05; ;wo other correlations were
significant: husic expression and literature expression, r=.29,
Q(.GES (Condition 2); and drawing composition and literature
composition, r=,39, p=.082 (Condition 3). AThese results reveal no
consistent .pattern. With respect to repleteness, drawing and
music correlated; with respect to composition, drawing and
literature correlated; and with respegy to expression, music and
literature correlated. Not only did no pattern emerge, but the
correlations fc;nd were quite modest. In the case of
repleteness, the correlation between drawing and music accounts
for only 17% of the varianceg in the case of composition, the
correlation between drawing and literatgre accounts for onlyrgx"

of the variance;] and in the case of expression, the correlation

between music and literature accounts for only 8% of the
(
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variance. Thus, the correlational analyses failed to demonstrate
strong interconnections among any art forms, despite tﬁh fact
that aesthetic property was held constant. These findings provide
support for the. "art-form-specific” position.

To address the issue of generality within art fcrm'acrosnA
aesthetic property, correlations were computed for Conéiticns
4-6. With significance set at p(.vi, no correlations proved
significant. With significance raeduced to p(.85, thraee
correlations proved significant: for the drawing tasks,
repleteness and expression scores were correlated, r=,.29, p=.027
(Condition 4); for the music tasks, repleteness and expression
scorés were also correlated, r=,32, p=.016 (Conditipn S)s and
for the literature tasks, repleteness and cémpo‘ition SCOres were
correlated, r=, 30, p=.023 (Condition &). Once again, these
results Jinplay no consistent pattern, and the correlation levels
were vary low. In the case of drawing, the correlatiun between
repleéeness and expression accounted for only 8X of the variance;

in the case of music, the correlation betweern repleteness and
expression accounted for only 18% of the variance; and in the
case of literature, the correlation betweenrrnpletaness and
composition scores accountaed for only SX of the variance. Thus,
the correlational analyses failed to demonstrate strong
interconnections across aesthetic propertieé, despite the
fact that art form was held constant. These findings provide

support for the "property-specific" position.
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Ihe reole of formal ¢raining. One final issue was addressed

in post-hot fashion after the completion of the study. UWe

investigated whether children ghc had had formnal training in

an art form-performed better oxbeur‘tasks than those whco had
not. We asked each child whether he or shg had taken music or
art lessons out of school, ana if so, for how many years. (We
did not ask about literature since extra-curricular literature
clgasns do not exist.) No children had taken cutside art
classes. However, about a fourth of the children had taken
either ona or twe years of music lessons (65 oqut of 278 chil-
dren). Table 12 compares the number of children with and without
training who achieved high scarnskcs or & out of 6) on the music
tasks. As can be seen, with the exceptionlff the 7 and lé yaar‘
olds on the nmusic expression task,; children with training were

consistently more likely than those without to achieve high

scores on the music tasks.

Table 12 about here

*

Discussion
Our conclusions are all basna_ﬁn.cﬂn ceritical assumption -—
the valid;:;wof our measures. The\meaéQre‘iof aesthetic
sensitivity useg here were nbé standavdizad tests, nor are they
the only measures fhat&cohla have been used. It is certainly
possible that other researchers usins other measures might find

correlations across art forms or aesthetic propert ies which we

failed to find. However, the measures that we have devised were
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developed on th? basis of what —— in our view -- are the most
rinqroun and well-thought—-out analyses of the nature of aesthetic
cbjects.

The results of thi; study shed light on four issues: (1)
whether assthetic -cnsiéivity'il an early emerging skill; (2)
whether aesthetic propurtins are sgqually perceivable across art
forme;  (3) whether aesthetic seﬁsitivitykin an individual'®cuts
across art forms; aﬁd (4) whether an individualfs gsensitivity to
an aesthetic prgrerty in an’art form is related to sensitivity to
other aesthetic proﬁgrtins within that same art form. We
consider &ach in turn5 d |

(1) While the ability to percaivé ob;ects as'symbolﬁ is an
sarly emerging skill (cof. Wolf aﬁd Gar&nnr, ih.prﬁpargyion), the
abllity to perceive objects as aesthetic symbols is}ajmuch later
emerging ability. The youngest children in this study --—
7-year—-olds -—- failed to Qatici aesthetic prouperties in tpe'art
works that they were shown; with the exception of expression in

. R
music. Nine and i2-year-olds, however, detected the aesthetic

-

properties investigated most of the time. It is interesting to
note that the age group which failed ¢o detect most of the
a-sghcti: properties is the same age group which produces
drawiﬁgs that adults find agsthé%icaliy pleasing; the age groups
which noticed the aesthnkkc properties are ages which tend to

produce drawings that are highly conventional and hence less

aesthetically pleasing (Gardner and Winner, 1382}.
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What can we conclqde'about this disparity between percepéion
t and prodﬁction, a digsparity which ‘@exists at least in the\dcmain

of drawiﬁn§ fhere are two possible cdonclusions. It is possible

- < . .
that the perception and production of art follow two divergent

davelopmental routes,. with production ahead of pereepéion, at

least in some raospects. Alternatively, it is possible that the

‘aesthetic proparties that adults perceive in children’'s art works
are produced unintentionally; moreover children may remain

uUnaware qf the accidentally-produced aestﬁetie properties of

s -~

their works. fThe_second explanation is of course the more

conservative of the two. We temper this donclusion, however, by

N1

suggesting that children may be>mare likely to attend to

repleteness, .expression, and composition in their own art works

.2

than in the kinds of stimuli used in the present study, adapted

+

‘from the works of adult artists. .

‘&

{2y fﬁé interaction of Resthetic Property and Art Form
occu;red because expression was particularly difficult for all
agesféc detect when the art form in question was:literature.
éx;ression and denotation are the two modes in which an art work
may canvey”mea?ing. We sungglt that the dnéotationgl éantent of
verbgl texts is so powerful fhat it virtually drowns out the
expressive content. Children simply-eo%}d not hear the moods
conveyed by the connotations of the words,. se‘focussed waere they

// on their dﬁnotat;onal content. in :onéra;t, expression in%music
appears to be easy to perceive. (Recall that this was the only
o _

task at which ?*year-oldﬁ performed above chance.) The ease of

/
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~ perceiving expression in music is most probably due to the fact
&\ that there is no other mode of symbolism competing for the
listener's attention. Music always conveys meaning by expression

and only rarely by denctation as well. ff—\\\\\_‘ﬁ// \

[ T

The visual arts seem &o present an intermadiat
Rbstract works function like music ~—_they exprass b
dencte. Representational viasucal woris function like literature
== they both express and denote. Our visual items inc
combination of abstract and representatignal works. A comparison
of the abilities to perceiverexpression in the two kinds of works
would make it possible to determine whether denotation interferes
with the perception of expression. Such an analysis could not be
perfomed here because there were too few repleteness items of
each type. We speculate that expression should be easier to
perceive in abstract than in representational drawings, but thét
expression should be epasier to perceive in representational
drawings than in IiEEPx%ure. This is because the denotational
content of words seems to be more potent (and more overlearned)
than the denotational content of pictures. Hence, in the case of
language, it should be nmore difficult to ignore the denotational
content and focus on the expreusive content.

(3) No strong pattern of correlation was found across art
forms, forcing us to conclude that there seems to be no unitary »
repleteness, expression, oricomposxéion sensitivity skills which

cut across the arts. Thus, sensitivity to a particular aasthetic

property in a particular art form does not seem toc depend on any

26
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general principles (e.n., sensitivity to fine detail for
repleteness; sensitivity to affect for expression; sensitivity to
gestalt principles *or c?mpo:iticﬁk. Sensitivity to aesthetic
properties appears to be highly "art-form-specific."

While it may not ba surprising to find that the ability to
prodyce art works is "art-form-specific" (i.e., a perscn skilled
at drawing need not be (and Far.ly is) skilled at writing), it

! may be considered surprising to find that the ability to percejve
art works is highly specific to thd’;rt form in question. Our
findings supgest that there is no such entity as aesthetic
sansitivity that generalizes across the arts.

(4) Finally, no strong pattern of correlation was found
within art forms and across aesthetic properties. TE§§, an
individual might prove highly sensitive to repleten%;s in music,
but insensitive to composition in music. This suggests both that
the properties investigated here are iq¢EQenden§ of each other,
and that the skills required to perceive them are also
independant of eaeh'othnr.

Inrconclusion, the ability to perceive symbols as aesthetic
objects appears to J:v¢lop separately in different art forms.
Moreover, the ability to porceive aesthet}c properties of symbols
develops property by property, even within the same art form.

Hence, aesthetic sensitivity seems to emerge as not one skill but

many.

iy
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Table 1

Sauplnlnraninn Repieteness Tasik

Jarget .
Black and white line drawing with a portion of the line omitted,

nounted on a S"xi2" piece of cardboard.

Gorrect Choice

Reproduction of the complete drawing, as the artist drew it.

Reproduction of drawing with the omitted portion replaced such
that one stylistic property of the line was violated -~ either
thickness (e.g., lines too thick or too thin) or texture (lines
toc smooth or too roughd.

Broqedure
(1) Target is centered in front of child, flat on table.

(2) The two choices are positionad on "easels” Eirectly in front
of chiild, to left and right of target, and placed just behind
LI target.

Ingtructions
I’'m going to show you a picture and a piece of it is going to be
missing. (E indicates the empty area.) Then I1'11 show you two
ways to draw the missing piece. I want you to pick the one that
is drawn in the same way as the rest of the picture.

P
Sample Jtem
See Figure 1.
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Table 2
. * ‘g
Sample Music Repleteness Task.

Target

1-2 phr es from folk tunes set by Brahms, recorded on audictape
from a & ic synthassizer.

Gorrect Choice

Continuation of target in same style.

!
Continuation of target played with one stylistic properiy
altered -— either articulation (e.g., staccato changed to
legato), timbre (e.g., flute changed to clarinet), or dynamics

] LN

A(§.n.. fixed levels of loudness changed to varying levels).

Brocedure
(1) Target is played. (2) Target with either correct or

incorrect choice added on is played. An audible click divided
target from choice. (3) Target with other choice added on is
played, with click dividing target from choice.

-t

We're going to listen to some pieces of music today. You are
going to hear the first part of a piece of music and then two

‘different ways it might continue;, which are called choice R and

B. I want you to pick the choice that s played the same way as
the first part. We're going to listen to the music on this

tape recorder. For each one, you'll he&ar the first part, then
the first part with choice A added on, then the first part with
choice B added on. You will hear & click on the last note of the
first part so that you will know whare it ands and the choice
begins. Remember, I want you to pick the choice that's played
the same way as the first part.

© Sample Item

See Figure 2.



Table 3

Sample Literature Repleteness Task

Target

%ranment of story or poem presentsd on audioctape.

Correct Choice
Continuation of target in same style.

ingorrect Chojice
Continuation of target with one stylistic property altered -——

either meter (regular changed to irregular, or the reverse),

rhyme ( rhyme omitted or added), or similes (similes omitted or
added). '

Procedure
(1) Target is played. (2) Target is played with either corrsct or
incorrect choice added on. (3) Target is played with the other
choice added on.

P

Instryctions
We are going to listen to some pieces of stories today. You will
hear the first part of a story and then two different ways that
it might continue. I want you to pick the one that's written the
same way as the first part.’ We're going to listen to the
stories on this tape recorder. For sach one, you will hear the
first part and then you'll hear choice R. Then you'll hear the
firet part again, with choice B. I want you to pick the choice
that is writban the same way as the first part. ’

Sample ltem

See Figure 3
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Tible 4

Sample Drawing Expression Task

Jarget

Picture representing a person clearly displaying a mood of
happiness, sadness, excitement, or calm (as determiped by adult
raters), mounted on a 9"xi2" piece of cardboard.

‘
Slide of abstract projected on screen. Picture expresses the
same mood as the target (as determined by adult raters).

Incorrect Chojge

Slide of abstract picture expressing opposite mood (as determined
by adult raters). E.g., for a "happy"” target, a "sad" choice.
N.b., if target was in color, choices were in black and white,
and vice varsa. It was thus not possible to select the correct
choice on the basis of similarity in color to the target.
Moreover, since the choices were nonrapresentational, it was not
possible to select the correct choice on the basis of similarity
in content to the target.

Brocedure :
{1} Target is centered in front of child, flat on table.

(2} Simultanecusly, the two choices are projected on small
screaens placed next to each other on.table in front of child.

Instructions
We are going to look at some pictures today. I want you to think
about what mood they have. Do you understand what mood means?
(Child is asked to give an example. If he/she cannot, or seens
uncertain; E provides example of a child fighting during recess
and subject is asked to guess what mood the child is feeling. The
mood of anger was chosen because it was not one of eﬁp "test"
moods. ) We are going to look at thraes different pictures. I am
going to show you the first one and I want yvou to think about the
Kind of mood it has. Then I'm going to show you two more
pictures on these two screens. I want you to pick the one that
has the same Kind of mood the :first one had.

Sample Item
See Figure 4,
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Table 5
P

Sample Music Expression Task

Iarget

Brief "ragment of music recorded on audiotape and clearly
expressing a happy, sad, excited, or caim mood (as determined by
adult raters). R wide range of styles was included: classical,
Jazz, rock and roll, and folk.

Correct Choice

Fragmant of music expressing same mood as target (as determined
by adult raters)}

| «
Fragmant of music expressing opposite mood (as determined by
adult raters). The style of both correct and incorrect choices
was similar (e.p., both classical, folk, Jazz, etc.). Thus, it

as not possible to seject the correct match on the basis of
greater similarity in style to the target.

(1) Target is played. (2) Either correct or incorrect choice is
played. (3) Other choice is played.

instryctions

We are going to listen to some pieces of music today. 1 want you
to listen to what kind of mood they have. Do you understand what
mood means? (Child is asked to give an example. If he/she
cannot, or seems uncertain, E provides example of a child
fighting during recess and subject is asked to guess what mood
the child is feeling. The mood of anger was chosen because it was
not one of the "test" moods.) We are going to listen to three
different pieces of music. When you hear the first one, I want
you to iisten carefully to what kind of mood it has. Then listen
to the next two, called choice A and choice B, and pick the one
that has the same kind of mood that the first one has.

Sample Item
See Figure 3.
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Table 6

Sample Liﬁeraturn Expression Task

Target
Fragment of story or poem presented on audiotape. Targets ¢
expressed a happy, sad, excited, or calm mood (as determined by
adult raters). -~
Correct Chojce
Fragment of story or posm expressing same mood as target (as
determined by adult raters). N
Incorrect Chojce
Fragment expressing ovpposite mood (as determined by adult
raters).
Progedure

(1) Target is played. (2) Either correct or incorrect choice is
played. (3) Other choice is played.

Instructions

We are going to listen to some pieces of stories today. I want
you to listen to what kind of mood they have. Do you understand
what mood means? (Child is asked to give an example. If he/she
cannot, - or sesms uncertain, E provides example of a child
fighting during recess and subject is asket to guess what mood
the child is feeling. The mood of anger was chosen because it
" was not one of the “test" moods.) We are going to listen to three

different pieces of stories. Whan you hear the first one, I want
you to listen carefully to what kind of mood it has. Then listen
to the next two, called choice R and choice B, and pick the one

. that has the same kind of mood that the first one has. Remember,
two pieces might have the same mocod even if they are about vaery
different things.

People can read things so that their voice tells you what mood
they are feeling. I can make my voice sound angry (E says
soma@thing in an angry voica)} I can make my voice sound sleepy (E
says something in a sleepy voice). I don't want to give you any
clues about the mood of the story from the sound of my voice, so
the stories on this tape <. v going to = read without any mood at
all. (Stories were read in neutral tor.. of voice.)

Sample Itenm
) See Figure 6.
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Table 7

Sample Drawing Composition Task \

Iarget ?
Incomplete graphic design, mounted on 9"xi2" piece of cardboard.
tems were made from color—aid paper.

Correct Choicge

Completed design with balanced (but not symmetrical) composition.

Completed design with unbalanced composition. E.g., the picture
was too crowded on tha right side of the page.

Brogedurs .
(1) Target is centered in front of the child, flat on table.

(2) The two choices are then placed on small “sasels,” one on
each side of the target.

~

Instructions »
We are going to lock at some pictures today. I'm going to show
you a picture that hasn*t been finished. Then I'm going to show
you two different ways it could be finished. I want you to pick
the one that is the best way to finish the picture.

Sample Item
See Figure 7.
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Table 8

Sample Music Composit{on Task

) Target
Brief meipé; lacking an ending. Items were tape-recorded from a
nusic synthesizer. '
W
Correct Choice
Completion with balanced composition. E.g., the motive (or
figure) of the first phrase is continued in the second phrase.

Incorrect Choige

Completion with unbalanced composition. E.pg., the motive of the
first phrase is not continued in the second phrase.

; Progedure
(1) Target is played. (2) Target is played with either correct or

incorrect choice added on. An audible click marks the ending of
the target and the beginning of the choice. (3) Target is played
with the other choice added on, divided only by the click.

" Instrugtions :
We are going to listen to some pieces of music today. You will
hwar the first part of a piece of music and two different ways it
might end. I want you to pick the one that makes the best ending
for the first pggs. We're going to listen to the music on this
tape recorder. ~or each one, you'll hear the first part, then
the first part with choice R added on, then the first part with
choice B added on. You will hear a click on the last note of the
first part so that you'll know where it ends and the choice
begins. I want you to pick the choice that makes the best
ending. ‘ h

¢

Sanple Item
See Figure 8.

-
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) Table 9 )

Sample Literature Composition Task

Idrget
Story with beginning, middle, and no ending, abridged from /
published stories written for children, presented on audiotape.
, ' Correct Choice

Completed story with resolved composition.

ingorregt Choice

Cpmplntcd story with unresolved composition.

(1) Target is heard. At the end of the target,one endifg is
heard, introduced as one possible ending. (2) Target 'is then
heard again, this time followsd by the other ending.

Instructions
We are going to listen to some stories today on this tape
vecorder. The stories are unfinished, and I'm going to ask
you to pick an anding for ®ach one. First you'll hear the
beginning of a story, without an ending. Then you'll hear one
possible ending, choice A. Then you'll hear the beginning again,
followed by another way it could end, choice B.. I want you to
pick the one that makes the best ending for the storvy.

Sample Item
See Figure 3. .
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Table 10

Tasks Rdministered in Each Condition

R. } Property, 2 Art Forms

B Condition 1: Repleteness (D,M,L)%
Condition 2: Expression (D,M,L)
Condition 3: Composition (D,M,L)

1
B. 3 Properties, 1 Art Form

Condition 4: Drawing (R,E,C)#x
? Condition J: Music (R,E,C)
Condition 631 Literature (R,E,CO

H

*Dsdéawing; M=pusicy L=literature.
##R=repletaness; E=expression; Csmcompesition.
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Table 11

Mean Scores (Qut of a possible total of &)

, c1 ca2 Cc3
Repleteness Expression Composition
Age D M L D M L D M L
7 2.8 3.4 3.2 3.8 3.9% 2.9 3.8 3.6 3.4
S 3.3 3.7 4&,3% 4. 7% 4, 5% 2,7 S.o% 3.9% 4,9«
- 12 4.4% 4.5% S, 2% 4.4% 5.0% 3.5 B.1% 4.3% 4,68
xf
C4 . CS ce
Drawing Music Literature
Age R E c R E c R E c
7 .9 3.4 4.0 4.8% 4,.3% 3.30% 3.1 2.9 3.7
9 3.9 4.3% 4, 4% §.3% 4,5% 4, 1% 3.8 3.5 4.5#
. v g
12 4. 8% Q;@* S. 2% G.4% 4., 7% 4, 3w 4.9% 3.7 4.3%
o /

e

#Mean above chance,fﬁj@ﬁi.f‘ o
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Table 12

Percentage of Subjects With and Withéut Music Training
Who Rttained Scores of §5 or 6 (out of 6)
on the Music Task

Iraining
N Yes No Yes No_ Yog
fos Replietenass Expression ’ _Compesition
7 22%(27)# 33%(3) 38R (26) TN (4) 18%(28) ©%(2)
) 41%(22) SO%(B) 41%(22) 75%(8) . 35%(23) ' STR(T)
i2 S3X(20) 7% (20) SSXkIS) 82%(11) ae%(ig) 42%(12)

# Numbers in parentheses are the numbers of subjects on which
fach percentage is based.

o
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Figure Captions

Repleteness in Drawing: Sample Item
Repletness in Musics Sample Item
Repleteness in Literature: Sample Item
Expression in Drawing: Sample Item
Expression in Music: Sample Item
Exprns&ion in Literature: Sample Item
Composition in Drawing: Sample Item
\ £TX
Composition in Musici Sample Item /
Composition in iLiterature: Sample gﬁbn{
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FIGURE 1
. | A I
. Rapleteness in Draving:
Sample ltex :
al
-
. v
(fA v 4
. .
ot - oo |
. f
W - e ..
'~ TA“GE? | . ~
" facsmelats érsving, 1ises veryiag ia chicksess.

| . .

CORRECT ' - INCORRECT
Lo adéad, wiform f2 thickness.

Line sdded, varying ia thicknaas.
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FIGURE 2 .

Repleteness in Music:

Sampis Item
{3f’ ]
L Y :3
TARGET v
A ..
E=SEE st
£ T e ma—
MMM-‘L‘
3 -
- C _ | —_—
‘\ .
- RECT .
SORRECT INCORREC
- 3 & ] ! .
, == = S
‘ l T E ———11F
e ———

Chongiag fynsuics: loed te sefe.

foed ¢ynoniss: mtfecniy lowd,



Figure 3

Recieteness in Literature:
Saxole Iicem

e —

Terpett (ROvming)

. Mother likes tne frocis and hats
: And oretty scarves and colorsd mats.

Auntie's fond of chains and rings
And all the ga&rk!y diamond things.

Annie always loves te stop
im Ffront of every single Shop.

- . - ' [

Daddy iikes machinss the best. : Daddy likes the Dig sachines
He dowsn't care aSout the rest. . He doesn't care adout the rest.

Richard rever never looks Richard hardly sver-thinks
At anything bBut maps and books. O0f anything but Béoks &nd mans.
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CORRECT

Happy

FIGURE 4

Fxpression in Drawing:
Sample Item

TARGET

Happy

INCORRECT

Sad’
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Figure 35
Expression in Music:
Sample Item
Target {Happy): Fragment from Spyro Gyra's “Morning Dance" "

Correct (Happy): Fragment from Grieg’'s "Anitra’s Dance"
. Incorrect (Sad) : Fragment from Pachelbel's "Canon”
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Figure &

-

xExprsss‘.cm in Literature:

Sanole Item

Theare is a place where the sigewalk ends

find before the street begins,

And thare the grass grows soft and white,
And thevre the sun shines crimgon bright,

AR )

"3 train is a cragon that roars through the cari.
4o wrigples his taél as he sends up a spark.

‘e pierces the night with his one yallow sye,

. Ind all the earth trembdles whan he rushes By.

BEST COFY AVAILABLE
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And there the moon-bird rests from nis flignt
. To cool in the peapdersint wind. .

Littia snatl,

Dreaning as you go,

Weather and »ose is all you Know.
Weathar and rose "

Is all you ses, -t

Prinking the dewdrep's

nystery. L
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FIGURE 7
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FIGURE 8

‘ Composition in Music:

- oy

Soxs speive ssutimead

Mffereng wein
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Sample Item .
. TARGEY
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Figure 9
Comoesicion in Literature:
Sample Item \
-
Targer (Conflict introgucsd)# '

Cnce. & leng time &go, theére was & [fon who was King of the Porses?.
Lvery Gay he Runted foe in sninal te sat fec Nis dtaner. and il of tda
ereatutes of the forest lived in fesc that the lion wa scowling neatdy.

*hyw animslic seuld mot go anywhere without Being afeaid that the lion was
eut hunting. But ene day the Lien deeided thal Re wrs tited of dumtiang fo¢
Ris foed. He ealled all of the forest grastures to Rim and told thea that
Ae 123G wetkad eut a new piza. GBvery moraing st ds ¢dreak ons of the animals
was to present Rinself! te the lion to be Eilled and saten. The animals
wege to €raw fets to decide which one it would be. Thus, the lion dida't
Rave to Dether to Bunt and tRe asimals were free to fosm the ferst withost
, faar. >N _ . ‘
This plan workted feor & while. Then ene svening the tat fell mpon the
Rabbit. New Rabdit was gquite determined not te be the Lion’s Dreakfast the
. sest meralzg. The ether snimals were sorry thot it was Reddit's tugn
Bscause svecyona fiked Rabdbgt. Sut §f they Broke their sgrsement with the
tion, 1t weuld Oo werse faor evervona Becsuse the Lien weuid then Dacome e
angey and stazt prowiing the focest again. CEverysne wished that Rabdbdit
eculd ba savad and tRat they cesld.de £id ef the tycsast the Liexn. *

Correct Choiga (Confiict resolvad)

That might Ral8it stayed awake, trying tp think eof & plan. The smest
morning, it was wall aftar éaybsesk when Radbit arrived at the Iten’s den.
The Lion was very sngcy that Radbii was late, Secaue Re was gquite Rungey.
Rabbit said he waz sorry. and *Rat Re was Late Decause he had met snothes
f[ton ex Ris way whe Rad wantsd ‘o eat Rim. This ether Ifen teld Rabddit to
tel] everyons thal ke was the lrue Ring of the Forest and that he was géing
to drive sut any snimal who dacsd te disagree. ‘

Hearing this stecy, the lion was fuziows. He demanded lhal labhit‘
teks Kim to this other lion. se Be eeuid show him who was teally Ring eof
the Fesest. So Rabbit get off with the Lien toliowing babind. After 2
whils, Rabbit whisperad to be eaveiui Pucause they wora asaring the other
lien's €en. Actuslily, $Ney were sppresching a deep well. 'Rabbit looksd
dowr fnte £t and saw RAis ows small face geflested Daek. Thes Be stepped
Back and told the Lion te loek down and gse the eother liosn whe wanted te be
King. The Licn seowied angtily and went to Lhe edge ef the wall te loek.
He saw tle angry face of 2 lion staring Dack at kim. Ne lcspcl at the
anemy, steuggled for a short whils, and than dzewned. RsbBIE jeytully

nnrrtqi dpsck to tel! tha ether ereaturas that ths Lion was dead and that
they no lenger Rad to be atzatd. ' -
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incorract Choice (Conflict not resolved)

Thst avening Raddit dueidad to fiz uwp Ris rabbit hstsh. Pirst of all.
ke wented teo maka it Digeer. Sinee his homs was ge3jiy a Beles in tRe
ground, the way t¢ made it Bigger was te dig. S0 Be dug on bold stées o
make It widee. Them %e wani teo the Bask enéd dug sons sere watil was
fenget. ALl this digei' 3 made big piles of dizt in tha middla of the
flees, se Rabbit got his ehiidcen te gather alf the feoss dirt tsgothat aaé
push §t ewt the desr. Than ke wanted o paek the wills snd the fleers se
they weuld Be nise and smeeth. He called Ais famiiy Pack % and€ showsd
then how i push with their neses snd tap with thelr (ced te paek (he ist
dewn, .

Sy new, the seft geaos beds that the gabbits slept on wits sguashed
fist ané full ef €ict. 8o they all went out te f5aé some mew grams. THe
tieid they fived in only had stiff, studbdiy gcass, se, beizyg escefsl teo
aveid the lien's den, they went dewn to the sdge 8! the tiver where the
gtass was Long and seft. They werkad for 3 feng time, nibbliag st the
stalks of grass and gathertng then fnte smaill Sunélas. Thes cash of then
tesk & Dundle is thair sewth and thsv Repped Back hone. They nade seft
*edn out of the fresh, mew grass. Aad by the time thoy were doxe, they
wars se Liced Chat every ene of tkem cuzieé wp on ¢ nise new baé and fel!l

aslesd.
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