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ABSTRACT

An Exploratory Study to Determine Procedures
for Revealing Children's Aesthetic
Responses to a Select Sampling
of Children's Literature
By

Constance L. Marks

The purposes of this study were to develop a procedure
for revealing children's aesthetic response to contemporary
picture books approached as an art form and to determine if
aesthetic response could be tangibly documented. The ex-
tension questioning technique and videotape recording pro-
cedures were used to reveal and document aesthetic response.

Four fifth grade subjects each read and responded to
four literary selections in picture-book format. Selec-
tions were chosen which appealed to the readers' sensibili-
ties and which contained artistic literary qualities inher-
ent in fiction possessing the potential to be viewed as
literary works of art. The literary selections served as
the stimuli for reexperiencing the selection and for intro-
spective examination of the dynamics of the processing
behaviors during reading.

The inter-rater reliability of the major instrument
used in the content analysis of the response protocols was

86.5%.
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Research Questions

1.

Can the aesthetic response to specific contempor-
porary literary works of art be documented tan-
gibly?

Can videotape documentation, combined with ex-

tension questioning techniques, constitute a

procedure for revealing children's aesthetic

response?

a. Sub-question: Can aspects of aesthetic
response be documented on videotape?

b. Sub-question: Can children verbalize the
nature of their feelings, thoughts, and
images involved in the aesthetic response
experience?

What aspects of aesthetic response stance are

identifiable in children's oral responses to

literature?

What specific aspects of a literary selection,

in picture book form, shape the aesthetic re-

sponse; i.e., content, depth of coverage of the

topic, concept of story (plot, theme, characteri-
zation, mood, setting, point of view, dialogue,
style), illustration, literary genré, and format?

Are there any identifiable patterns in children's

ability to verbalize aspects of their aesthetic

responses after four response sessions?
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Major Findings

1.

Aesthetic response as an experienced event did
occur and was tangibly documented for these fifth
grade subjects with literature approached as an
art.

Extension questioning and documentation through
videotape constitutes a procedure for revealing
aesthetic response.

The participant stance of involvement and the
observer stance of distance were identified in
the aesthetic response.

The literary genré, content in the story, depth of
coverage, illustrations, the child's concept of
story, and the picture book format do have a shap-
ing effect on children's aesthetic response to
literature approached as an art.

Response to the picture book format was reflected
in children's aesthetic response. The subjects.
responded to content, style, and physical aspects

in the illustrations.
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CHAPTER I

INTRODUCTION

Statement of the Problem

The emphasis of this study was to determine proce-
dures for revealing children's aesthetic responses to
selections of literature, to determine what occurred when
the reader responded to the book as a literary work of art
culminating in an aesthetic experience for the child. The
focus of one's response to literature may be to use it as
a humanity or as an art form. When viewed as a humanity,
literature is a source by which children gain an under-
standing of themselves and their relationship to other
people and their world. It can be read to provide answers
for universal questions such as "Why am I like I am?" "Who

am I?" "What is life?" or "What is my world?"1

2

Over time,
according to Miller® and Probst,3 literature has been used
predominantly as a humanity in the schools.

There is no denying that literature can validly be

used as a humanity. However, there is a need for

lPatricia J. Cianciolo, Picture Books for Children
(Chicago: American Library Association, 1981), p. 14.

2Bruce Miller, Teaching the Art of Literature (Illi-
nois: National Council Teachers of English, 1980), p. x.

3Robert E. Probst, "Response Based Teaching of Liter-
ature," English Journal, 70 (November, 1981), pp. 43-44.




educators to focus on response to literature as an art
form, response which directs attention to the aesthetic
values of a selection. It must be noted that response to
literature as an art does not preclude its simultaneous
use as a humanity. When the literature work is approached
as an art, readers experience it aesthetically. The read-
er's attitude or attention is completely attuned to what
he/she is affectively living through during the reading.
This experience centers the attention of the child upon
just one object, the selection of literature, which fills
and even overwhelms the mind of the reader.4 An aesthetic
response constitutes a gratifyingly subjective experience
which is realized through the uninterrupted involvement of
a reader's sensibilities and a literary selection ap-
proached as an art form.

The restricted sense of aesthetic, one which is
involved in this study, is connected with the. experience
of or the perceiving and appreciation of a work of art.

In perceiving the work of art aesthetically, we are no
longer concerned with its matter per se, but with what
Dufrenne calls "the sensuous"5 experience. It is a sensu-

ous experience in that, according to Racy, "It is centered

4Miller, p. ix.

5Mikel Dufrenne, The Phenominology of Aesthetic Ex-
perience (Evanston: Northwestern University Press, 1973),
p. 13.




not on the object itself but on one's own organism and its

response"6 to the qualities of the object of art.
Rosenblatt elucidated this special kind of experi-

ence, namely the aesthetic response experience, in 1938 in

her now classic Literature as Exploration.7 In it she

offered the literary experience-as-an-event, or transac-
tional theory of literature. 1In this kind of response to
literature, the reader, the text, and the illustrations
become "aspects of a total situation, each conditioned by
and conditioning the other,“8 actively creating the inter-
ior happening, the event, the aesthetic response experi-
ence.

Berleant, in The Aesthetic Field: a Phenomenology of

Aesthetic Experience, details the aesthetic character of
an experience. With the disappearance of distance, the
reader, working imaginatively and intuitively, draws upon
his/her personal and cultural autobiography to supply the
concrete content of literature. As the reader partici-
pates in the creation of the experience, the object be-
comes real, more significant. Consequently, the gqualities

of the aesthetic experience assume an immediacy, an

6R. F. Racy, "The Aesthetic Experience,"” British
Journal of Aesthetics, 9 (October, 1969), pp. 347-348.

7Louise M. Rosenblatt, Literature as Exploration, 3rd
ed. (New York: Noble and Noble, 1976).

8Louise M. Rosenblatt, The Reader, the Text, and the
Poem: The Transactional Theory of the Literary Work
(Carbondale, IL: Southern Illinois University Press,
1978), p. 17.




intensity which demands the contribution of the reader's
organic vitality as part of his/her full response. This
evokes complete sensory involvement which infuses the
reader's encounter with the arts, resulting in a rich,
full experience. The aesthetic experience is non-

cognitive in the sense of being pre-cognitive.9

Literary Work of Art

Aesthetic experience evoked through the reader's
absorbing, subjective involvement with a literary work of
art is ultimately responded to by the reader as "an event,
an object, and as a message."10

As an event, the transaction of the reader with an

art object is rich with heightened awareness, is complex
and gratifyingly full. Part of the richness of art,
according to Berleant, "lies in the ability to tap the
innermost recesses of memory, of vague recollection and
add the dimension of the past to what is most intensely
present."11
The uniqueness of the reader's sensibilities and
experiential domain effect his/her involvement in or iden-
tification with the process of perception so that the per-

ceiver sees even the structured object according to his/

her past experience and habits.

9Arnold Berleant, The Aesthetic Field: A Phenomenol-
ogy of the Aesthetic Experience (Illinois: Charles C.
Thomas, 1970), pp. 96-117.

10

11

Miller, p. ix. Berleant, p. 110.



As an object, the concept of transaction emphasizes

the relationships with and continuing awareness of the
text by the reader. This can be thought of as the merging
of the artistic components of form and the content of the
work. As this merging occurs through careful reading,
constitution or realization of the total impression of the
work of art takes place. Of this Miller stated:

An ordered reading not only constituted the
details accurately; it also puts those details
together in a comprehensiveness that allows a
passage to become whole bg uniting its parts
into a total impression.l

It is this completeness, this centrality that is achieved

by the reader. "When this unity with oneself becomes the
13

"nn

focal point, there arises 'great art.

As meaning/message, response to a literary work of

art cannot solely be assigned to the author's objective
text, nor to the subjective reader, for reading is an
interactive experience brought about by an informed reader
intent on a particular pattern of symbols. Rosenblatt
offered the following description of the complex transac-
tion which occurs between the personal domain of the
reader and the structured symbolic text.
Through the medium of words, the text brings
into the reader's consciousness certain concepts,
certain sensuous experiences, certain images of

things, people, actions, scenes. The special
meanings and, more particularly, the submerged

12vi11er, p. 50.

13Wolfgang Iser, The Implied Reader (Baltimore: The
Johns Hopkins University Press, 1974), p. 123.




associations that these words and images have

for the individual reader will largely determine

what the work communicates to him. The reader

brings to the work the personality traits, mem-

ories of past events, present needs and preoccu-

pations, and particular mood of the moment, and

a particular physical condition. These and many

other elements in a never-to-be duplicated com-

bination determines his response to the peculiar

contribution of the text.l4

This transaction of an audience member with a selec-
tion of art involves the three processes of apprehending,
appreciation, and understanding. Apprehending art is to
engage in a perceptual activity. It is the act of experi-
encing and is the prerequisite of involvement. Apprecia-
ting art is to engage in one particular way of apprehend-
ing it in a specifically aesthetic way. Conversely,
understanding art is a reflective, cognitive activity of
identifying and analyzing data, formulating relevant
abstractions, and developing explanatory hypotheses about
the nature and meaning of art.15

Howard Gardner emphasized three characteristics of
art, the first being intention of communication, the
second being the non-translatability of a piece of art,
and the third being the use of a sensory medium. Of the
first characteristic, communication, he stated:

Every art form involves communication on the
part of one person (or subject) to another by

means of a symbolic object that the first sub-
ject has created and that the second is able in

14Rosenblatt, Reader, Text, and Poem, pp. 30-31l.

15Berleant, pp. 122-123.



some way to understand, react to, or appre-
ciate.l

Of the second characteristic, non-translatability, he em-
phasized that it referred to the inability of a work of

art to be readily rendered in another symbol system such
as the paraphrasing of a poem. Of the third characteris-

tic, that art forms tend to be presented in a sensory med-

ium which appeals to the sensibilities of the perceiver,17

Bertram Jessup clarified and made concrete Gardner's
assumption. He emphasized:

Every work of art is a physical thing, a per-
ceptual object, which is an organization or com-
position of sensuous materials. Relative to
artistic creation, the sensuous materials may be
either (a) merely sensuous materials, such as
pigment, sound, work, stone, textural appearance
or feel, etc., or (b) meaningful or expressive
sensuous material, i.e., material which repre-
sents, states, suggests or symbolizes.l18

Further, in order for a work to have artistic value,
it must have the following requirements outlined by Roman
Ingarden in "Artistic and Aesthetic Values":

1. It is neither a part nor an aspect of any
of our empirical experiences or mental
states during commerce with a work of art
and, therefore, does not belong to the
category of pleasure or enjoyment.

2. It is not something attributed to the work
in virtue of being regarded as an instrument
for arousing this or that form of pleasure.

16Howard Gardner, The Arts and Human Development
(New York: John Wiley and Sons, 1973), p. 30.

17

Ibid., p. 33.

18Bertram Jessup, "What Is Great Art?" British Jour-
nal of Aesthetics, 2 (January, 1962), p. 28.




3. It reveals itself as a specific characteris-
tic of the work itself.

4, It exists if and only if the necessary con-
ditions for its existence are present in
the qualities of the work itself.
5. It is such a thing that its presence causes
the work of art to partake of an entirely
special form of being distinct from all
other cultural products.19
Consequently, if the object lacks an aggregate of
artistic qualities of determinants of artistic value, it
ceases to be a work of art. Artistic value, then, accord=
ing to Ingarden, is defined as "something which arises in
the work of art itself and has its existential ground in

that.”20

Structure of the
Literary Work of Art

Ingarden's theory on the essence and structure of the
literary work of art is the theoretical basis for this
study. He postulates that the literary work of art is a
multi-layered object consisting of the following four
strata. Based on the discussions in three separate
sources by or about Ingarden, each of the four strata are
described briefly below. They are:

1. word sounds and phonetic formulations which

determine the voice, tone, reflection,
rhythm and tempo of a literary selection;

19Roman Ingarden. "Artistic and Aesthetic Values,"
British Journal of Aesthetics, V. 4 #3 (July, 1964), p.
204.

20

Ibid., p. 205.



2. meaning units which refer to the intention
of the sentences, the state of affairs or
occurrences within the work which form the
idea of the work;
3. schematized aspects which involve the con-
scious experience of perceiving a totality
from a particular perspective which allows
the reader to complete and comprehend the
object; and
4. represented objectivities through which the
reader submits him/herself to the story
breaking with his/her environment, enter
ing the virtual world of the work.21l
Thus, the work of literature is a schematic multi-
strata construct of artistic components, the parts of
which follow one another in a time sequence, thereby
creating a represented world. The artistic components or
potential features of a work acted upon, completed, and
made actual by the reader through aesthetic response con-
stitutes the aesthetic object or literary work of art

having aesthetic value.

Purpose of the Study

The purposes of this study were as follows:

1. to develop a procedure for revealing chil-
dren's aesthetic response to a contemporary
picture book, wherein a fusion of text and

21Roman Ingarden, The Literary Work of Art: An Inves-
tigation on the Borderlines of Anthology, Logic, and
Theory of Literature, trans. George G. Gabowicz (Evanston,
IL: Northwestern University Press, 1973), pp. 34-255;
Roman Ingarden, The Cognition of the Literary Work of Art,
trans. Ruth Ann Crowley and Kenneth R. Olson (Evanston,
IL: Northwestern University Press, 1973), pp. 19-72; and
Sibyl Cohen, "Roman Ingarden's Aesthetics of Literature,"
(Ph.D. dissertation, Temple University, 1976), pp. 7-20.
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illustration presents the story and the
message, utilizing an extension questioning
technique to elicit immediate verbal re-
experience of the reading experience; and

2. to determine if, in actual fact, there is

present an aesthetic response in children's
response to literature approached as an art
form.

This researcher used an extension questioning metho-
dology and videotape recording procedures for revealing
children's aesthetic responses to contemporary picture
books. The subject's own re-experienced behaviors and the
literary selections served as the stimuli for introspec-
tive examination of the dynamics underlying his/her
response experience. The researcher used the extension
questioning technique to facilitate the subject's intro-
spection or examination of his/her mental state or proces-
sing behaviors he/she used while reading. Questions were
directed at what the subject was thinking, feeling, or
imagining during the reading response.

Four subjects each read and responded to four selec-
tions of literature on videotape. Their responses were
transcribed and analyzed for purposes of determining the
presence of and procedures for revealing aesthetic
response. A fifth session involving a structured inter-

view was used to determine the child's gained knowledge

of artistic literary conventions in response.
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The Need for the Study

The arts in the school exist dichotomously. They are
considered by some to be the health of society, aesthetic
needs being the highest level of needs in Maslow's hier-
archy (preceded by physiological, safety, belongingness
and love, esteem, self-actualization, and cognitive

2

needs).2 Yet Rosenblatt maintains that the arts are

approached with trepidation, possibly born of educator's

"trained incapacity."23

Literary work in particular can
correctly be considered both an art and a humanity.

Rosenblatt and Miller claim that as literature is
presently taught, it has little meaning or little effect
on the lives of most children. They attribute this situa-
tion to the curriculum makers. Of this Rosenblatt stated:

In their eagerness to fulfill the dominant

demand of the sixties for a "sequential and

cumulative curriculum”" [based on the principles

of Jerome Bruner24], they failed to build on_an

adequate theory of the nature of literature.

Much of the current interest in the response of the
reader to children's literature can be attributed to the

Dartmouth Conference of 1966. This assembly of educators

22Abraham H. Maslow, Motivation and Personality (New
York: Harper and Brothers), 1954, Chapters 12 and 13.

23Thornstein Veblen, quoted in Louise Rosenblatt,
"The Promise of English" (National Council of Teachers
of English Distinguished Lectures, 1970), p. 15.

24See J. S. Bruner, The Process of Education (Cam-
bridge, MA: Harvard University Press, 1962).

25Louise M. Rosenblatt, "Pattern and Process--a Pole-
mic," English Journal, 58 (October, 1968), p. 1006.
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emphasized a shift from the skills and cultural heritage
models of teaching literature which stressed analysis

of and testable knowledge about the text. They emphasized
a student-centered growth model of experiencing litera-
ture. The student-centered model is based on the impor-
tance of the reader's interaction with the text. Walter
Slatoff said of the skill- and heritage-oriented litera-
ture programs:

We have developed elaborate vocabularies for
classifying and anatomizing literary works; we
scarcely know how to talk about their powers and
effects. We have an immense accumulation of
knowledge about authors, periods, movements,
and individual texts; we know almost nothing
about the . . . interaction of man and book.Z26

Noted literary researchers and educators such as Rosen-
blatt, Squire, Slatoff, Iser, Holland, Bleich, and Miller,
addressing this problem from diverse perspectives, have
all called for more research in understanding what stu-
dents feel, think, or react to at any moment during their
deep involvement with a book. Purves and Beach, in their
survey of studies of response to literature, stated:

A very few studies have attempted to explore
the process of the individual's response, what

happens to the reader from when he_picks up the
work to when he finishes it . 27

26Walter Slatoff, With Respect to Readers: Dimen-
sions of Literary Response (Ithaca, NY: Cornell Univer-
sity Press, 1970), ». 187.

27Alan C. Purves and Richard Beach, Literature and
the Reader: Research in Response to Literature, Reading
Interests and the Teaching of Literature (Urbana, IL:
National Council of Teachers of English, 1972), p. 43.
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D. W. Harding, in a study group presented at the Dartmouth
Conference in 1966, stated:

It has been said that, in adolescence espe-
cially, education is designed "to starve out,"
through silence and misrepresentation, the
capacity to have genuine and strongly felt ex-
perience, and to replace it by the conventional
symbols that serve as the common currency of
daily life . . . . It is still the spontaneous,
vivid and immediate that is most feared the more
because so much desired (by adults) .28

International importance of research in the area of chil-
dren's response to literature is evidenced by the theme
"Responses to Children's Literature" of the Fourth Sympo-
sium of the International Society for Children's Litera-
ture held at the University of Exeter in England in
1978.22

Recent research by Howard Gardner documents this
deficiency, indicating that young children tend to be
literalists and that adolescents tend to be less imagina-

30

tive than they were in the elementary grades. A corre-

lation must exist between these statements and research

28D. W. Harding, "Response to Literature: The Report
of the Study Group" in Response to Literature: Papers
Relating to the Anglo-American Seminar on the Teaching of
English at Dartmouth College, New Hampshire, ed. James R.
Squire (Illinois: National Council of Techers of English,
1966), p. 15.

29Geoff Fox and Gh%ham Hammond, eds., with Stuart
Armor, Responses to Children's Literature: Proceedings of
the Fourth Symposium of the International Research Society
for Children's Literature held at the University of Exeter,
September 9-12, 1978 (London: K. G. Saur, 1980).

30Howard Gardner, "Promising Paths Toward Artistic
Knowledge: A Report from Harvard Project Zero," Journal
of Aesthetic Education 10 (July-October, 1976), pp. 201-207.
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results by professional leaders in the literature field and
the manner in which educators have approached the experi-
ence of literature.

There is an imperative need to recognize the true
nature of literature and to stress its essence by returning
literature to the realm of art in the schools. Of this,

Miller, in The Art of Teaching Literature, stated:

With respect to literature, including drama,

the question is not what is it, an art or a hu-

manity. Obviously, it can be either the one or

the other, since some people read literature in

order to experience a concrete object and others

read it in order to reflect upon the world. The

question to ask, rather, is what should it be?31
This in no way means creating a structured curriculum for
aesthetic response experience. It basically means that the
first step toward growth in aesthetic awareness must begin
within the individual as a valued experience containing
no aura of right or wrong. If valued by the child, it
will be pursued with vigor and zest which is peculiar to
children. Through the documentation of the procedures
which reveal aesthetic response in children and their use

of story structure, the approach presently used in the

schools should be questioned.

Significance of the Study

When literature is approached as an art, the result is
an aesthetic response experience for the reader. It is the

intention of this study to utilize literature as an art

31Miller, P. X.
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form in order to develop a procedure for revealing the
presence of children's aesthetic experience to contempor-
ary picture books.

To respond to literature aesthetically, the reader
must respond to the aesthetic values of a selection in
such a way that he/she has a gratifying involvement of
his/her sensibilities with the selection which allows the
work to become intensely real and present. This, coupled
with past associations and the child's experiential do-
main, results in an affective interior happening--the
experiencing of the literary work as an event. In order
to achieve this heightened experience, the child simul-
taneously uses his/her gained knowledge of the artistic
components of the work as an objqu, revealing multiple
meanings and messages in the work'(,?/2

Finding procedures which document the response of a
child during his/her intense involvement with literature
deserves attention and holds value for educators, educa-
tional practices, and children. This study:

1. directs attention to the importance of the
child's participation in the experience of
constituting a literary work of art;

2. directs attention to response as it occurs
for the child throughout the experience of
reading, thereby, possibly, clarifying how

the child is feeling, thinking, and imagin-
ing during the aesthetic experience;

32Patricia J. Cianciolo, "Responding to Literature as
a Work of Art--an Aesthetic Literary Experience," Language
Arts 59 (March, 1982), pp. 259-264.
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directs attention to the usage of artistic
components of literature by the individual
reader which formulates or structures
his/her response, thereby documenting gained
experience of the concept of story:;

directs attention to the future in regard
to the nature and classification of litera-
ture and the subsequent teaching practices
in the field of literature; and

directs attention to the clarification of
the use of literature as an art, as a sig-
nificant experience to ponder which, in
turn, if used as a humanity, will aid the
child in finding answers to life's univer-
sal questions.

Research Questions

In this study, the researcher examined the following

qguestions and sub-questions.

l.

Can the aesthetic response to specific contem-

porary literary works of art be documented

tangibly?

Can videotape documentation, combined with

extension questioning techniques, constitute

a procedure for revealing children's aesthe-

tic response?

a. Sub-question: Can aspects of aesthetic
response be documented on videotape?

b. Sub-question: Can children verbalize
the nature of their feelings, thoughts,
and images involved in the aesthetic

response experience?
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What aspects of aesthetic response stance are
identifiable in children's oral responses to
literature?

What specific aspects of a literary selec-
tion, in picture book form, shape the
aesthetic response; i.e., content, depth of
coverage of the topic, concept of story
(plot, theme, characterization, mood, set-
ting, point of view, dialogue, style),
illustration, literary genré, and format?
Are there any identifiable patterns in
children's ability to verbalize aspects of
their aesthetic responses after four re-

sponse sessions?

Limitations

All of the picture books used in this study
were limited to selections which could be
read within a 15 to 20 minute session by
the subjects.

All of the subjects involved in this study
were fifth graders, so information gained
from this study can only be generalized to
a similar population of fifth graders.

All the subjects selected to participate

in this study were above grade level with
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respect to their reading levels as measured
by a standardized reading test.

4. All subjects in this study participated dur-
ing personal free time, after school or on

weekends.

Definition of Terms

The following terms were defined by this researcher
using information and terms gleaned from a variety of
literary and professional sources.

Aesthetic experience: the immediate, uninterrupted

perception of a literary object for its intrinsic as dis-
tinct from its instrumental qualities.

Aesthetic object: an aesthetically experienced

literary work of art.

Aesthetic response: a gratifyingly subjective experi-

ence realized through uninterrupted involvement of a sub-
ject's sensibilities with a literary object approached as
an art. The original meaning derived from the Greek term
"aisthesis," meaning sense perception.

Affect: the presence of a feeling state focusing on
the use of the reader's emotions.

Association: a remembered past event, idea, or per-

son brought to the selection of literature by the reader
from his/her personal or cultural autobiography.

Concept of story: a reader's sense of how a story is

organized from beginning to end so that it can be used to
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understand, recall, and predict what can occur in the
story based on prior experience with similar story struc-
ture.

Image: a picture generated in the mind of the reader
which involves the five senses of seeing, hearing, smell-
ing, touching, or tasting.

Indeterminacy: a distinguishing feature of the

literary work of art; namely, its incomplete determina-
tion or gaps which must be filled in by the active imagi-
nation of the reader in order to render the work complete.

Introspection: the process of examining one's affec-

tive and cognitive internal states involving such factors
as feelings, thoughts, associations, and images.

Literary work of art: an enduring composition made

up of components or technical literary qualities which
remain complete and unaffected by the personal responses
of different readers. It is the perduring structural
foundation for the aesthetic object and consists of such
elements as plot, mood, setting, theme, characterization,
and style.

Literature as a humanity: literature used as a com-

munication which stimulates reflection on the part of the
reader about the self in relation to the world.

Observer stance: the distanced involvement of the

reader, usually translated in past tense, which indicates

the looking upon and reporting of the experience.
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Participant stance: the active response involvement

of the reader indicated by a present-tense immediacy, as
if the experience of the story were happening at that mo-
ment.

Picture book: a special form of illustrated book

which conveys a message through the unity of text and
illustration. Meaning depends on the presence of both
picture and text. If either were missing, the message
would be lost or limited.

Reader involvement: the absorbed state of transac-

tion between reader and literary work which combines the
past of the individual with that which is intensely pre-
sent in the selection. It is that facet of aesthetic
response to a literary work of art which is the experi-
ience, the interior event.

Transactional theory: a process in literary response

in which the factors, the reader, and the text are aspects
of a total situation or event. Response is the result of
the text conditioned by the reader and the reader condi-
tioned by the text. Neither has more power than the
other, more like a "shuttled sharing" depending upon the
uniqueness of the reader and/or text at a particular mo-

ment.

Organization of the Study

Chapter I began with an introduction to the impor-

tance of restoring thought to literature as an art
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resulting in the aesthetic response experience. Following
were discussions on aesthetic response and the literary
work of art. The purposes of the study were stated,

namely to determine procedures for revealing aesthetic

response and to determine whether, in actual fact, aesthe-
tic response is present in children's responses to litera-
ture. The need for the study and the significance of the
study were presented by research and pertinent literature.
Research questions were asked, limitations of the study
stated, and definitions of the terms given.

In Chapter II, literature and research relevant to the
present investigation are examined. The review is organ-
ized under four areas: research and professional sources
relating to aesthetic response, research pertaining to the
subject's involvement in response, research pertaining to
children's responses to visual art, and research pertain-
ing to story structure.

Chapter III describes the sample, the design, the
development of the procedures used to collect data, the
development of the instrument, and resultant validation
of the instrument.

Chapter IV contains an analysis of the response data
collected during the study.

Chapter V contains an analysis of the data collected
with the structured interview.

Chapter VI contains a summary of the study. 1In it,
conclusions and recommendations for future research are

made.



CHAPTER II

REVIEW OF THE LITERATURE

The review of related literature will be organized
under four major headings: (a) research and professional
sources relating to aesthetic response, (b) research per-
taining to the subject's involvement in response, (c)
research pertaining to children's response to visual art,
and (d) research pertaining to the concept of story.

Professional Sources and Research
Pertaining to Aesthetic Response

Since Plato, the nature of the response to imagina-
tive literature has concerned both philosophies of aesthe-
tic and literary theorists. This section of the review of
the literature encompasses relevant empirical research and
writings by aestheticians and literary theorists.

The traditional notion of aesthetic response experi-
ence has been one of passivity and contemplation. These
traditional notions, according to Arnold Berleant, have
been replaced by the ideas of active attention, involve-

1

ment, and response of the individual. He further stated

lArnold Berleant, The Aesthetic Field: A Phenome-
nology of the Aesthetic Experience (Illinois: Charles C.
Thomas, 1970).

22
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that if aesthetics are active, they are "then capable of
being documented in some way."2
Experience, according to Eugene Gendlin in Experienc-

ing and the Creation of Meaning, "is a concrete flow of

feelings, to which one can at every moment attend
inwardly."3 He refers to this as felt meaning.

It is a concrete mass in the sense that it
is "there" for us. It is not at all vague in
its being there. It may be vague only in that
we may not know what it is. We can put only a
few aspects of it into words. The mass itself
is always something there no matter what we
say "it is." Our definitions, our knowing
"what it is" are symbols that specify aspects
of it, "parts" of it, as we say, whether we
name it, divide it, or not, there it is.

This process of experience, then, has to be pointed to
through symbolization, which consequently emerges through
words, things, situations, events, behaviors, and inter-
personal actions and reactions. Gendlin specifically
points to the following functional relationships between
felt meaning and symbolization:

. direct reference,

recognition,

explication,

metaphor,

comprehension,

relevance, and
circumlocution.

SNSountdwh -
[ ]

21pid, p. 48.

3Eugene Gendlin, Experiencing and the Creation of
Meaning (New York: The Free Press of Glencoe, 1962),
p. 12.

4

5

Ibid. Ibid.
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The éomprehensive review of the literature of re-
search in the area of aesthetic response uncovered one
study undertaken by Anthony De Furio in 1974. He at-
tempted to develop insight, understanding, and apprecia-
tion of an individual's emergent aesthetic response to an
art object. His study of response was eclectic in that it
involved the broad sense of aesthetic, one that was at-
tached to any experience that was meaningful to his sub-
jects. Aesthetic response was not perceived as a hard and
fast entity that could be catalogued or pigeon holed. He
said of this: "In reality such responding seems to be
much more fluid and somewhat infrequent, and of such a
fugacious nature as to defy all analysis.“6

De Furio's serial study modified Pepper's theory of
contextualism. His initial case study design of five par-
ticipants (reduced to three because of attrition) included
10 audiotaped interview sessions of 35-45 minutes over 10
weeks with the researcher as participant observer. Other
demographic data collected were participants' personal
response diaries (if completed), photos, cue sheets, and
the researcher's journal.

De Furio deliberately gave vague instructions to par-

ticipants regarding responses, including what constituted

6Anthony G. De Furio, "A Contextualistic Interpreta-
tion of Aesthetic Response: The Contribution of the Ex-
periential Domain and Idiosyncratic Meaning" (Ph.D.
dissertation, The Pennsylvania State University, 1974),
p. 7.
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an art object. "No direct reference was made to an art
object as such, e.g., painting, sculpture, drawings and so

The only direction given to the participants was
that it was a study in responding. This vagueness, ac-
cording to De Furio, was to insure how an individual de-
fined an art object. The idea of art object, initially
chosen by the subject, was eventually abandoned because of
participants' references to the broad area of aesthetic
experience such as storms, sunsets, movies, forests, and
light shows in their emergent responses. This, as per-
ceived by this researcher, resulted in an unwieldy, con-
voluted study, which could produce nothing more than
idiosyncratic meaning or response because there was noth-

ing that was common to all subjects. Comparatively, Hol-

land's conclusions in his study of Five Readers Reading8

had similar idiosyncratic results but each reader re-
sponded to the same object thus giving validity to the
idiosyncratic premise.

De Furio's initial purpose was to explore the intri-
cacies and dynamics of aesthetic response, yet "aesthetic
response" was not defined except off handedly as the

"9

"making of art. This researcher questions how De Furio

explored the intricacies and dynamics of some unspecified

T1pid., p. 67.

8Norman Holland, Five Readers Reading (New Haven:
Yale University Press, 1975), pp. 41-46.

9

De Furio, p. 290.
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entity. No closure ever resulted from this lenghth ex-
ploration.

Allan Davisson in 1971 utilized a modification of
George Kelly's personal construct, Repertory Grid Test,10
to ascertain whether an individual's personal dimensions
of aesthetic discrimination could be objectively shown.
Aesthetic discrimination refers to the "individual's own
subjective reviewing style or perceptual set when he en-

11 Davisson used aesthetic stim-

counters an art object."
uli from two different but well-defined areas of visual
art: Russian religious icons of the 12th and 16th century
and the work of Paul Gauguin.

Ten sophomore student subjects, five male and five
female, participated in four separate sessions over a time
span of four weeks. They were given a set of three matted
art objects and were asked: "In terms of the feelinés or
reactions brought out in you by these three paintings, in
what important way are two alike and different from the

third?"12

The subjects were asked to label the difference
with a word or phrase. Eighteen triads were processed, and

a matrix of personal construct or dimensions was charted

loGeorge A. Kelly, "Personal Construct Theory," in
Psychology of Personality: Readings in Theory, ed. Wil-
liam S. Sahakian, 3rd. ed. (Chicago: Rand McNally Col-
lege Publishing, 1977).

llAllan Davisson, "Personal Dimensions of Aesthetic
Discrimination" (Ph.D. dissertation, University of Minne-
sota, 1971), p. 5.

12

Ibid., p. 25.
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subject. This procedure was repeated three times

with Russian art and a fourth time with paintings by Gau-

gin to see if the same constructs were used which would

indicate

a personal viewing style. The data was treated

individually for all subjects as well as across all the

subjects.

Four of the five hypotheses were experimentally

confirmed as follows:

1.

People do have standards or personal di-
mensions of aesthetic discrimination that
they use consistently.

These standards or dimensions seem to be
reliable over time.

It is possible to determine in a public or
objective sense what the nature of these
discriminations dimensions are to an extent
that allows prediction of subsequent behav-
ior with respect to aesthetic stimuli.

These dimensions do not seem to be limited
to aesthetic objects of the same or highly
similar class as the aesthetic objects used
to determine the dimensions, but they seem
to have utility for the subject for visual
aesthetic stimuli of a markedly different
nature.

The results of this research do not demon-
strate what the discrimination dimensions
used by the individuals in the experiment were
to any significant extent, but this may be
explained by the homogeneity of the popula-
tion from which the subjects were selected.l3

In order to understand Davisson's study one must re-

alize that Kelly's personal constructs theory is based on

the postulate that a "person's processes are psycholo-

gically channelized by the ways in which he anticipates

13

Ibid., p. 67.



28

events."14

This anticipation is a function of how an
individual has a finite number of bipolar categories that
an individual uses in making judgments and acting on any
event. These categories of judgments are called con-
structs. Thus, attention seemingly is on anticipation in
Davisson's study rather than reaction or response. It
would appear that personal construct anticipation theory
must hold an important place in regard to an individual's
utilization of artistic components while involved in a
literary work of art, but this is ultimately beyond the
scope of this study. Davisson's scant yet tight study
adds impetus to the present study in that aesthetic fac-
tors can, indeed, be demonstrated.

Research Involving the Compo-
nents of Aesthetic Response

Aesthetic Response, Subjec-
tive Involvement, and
Patterns in Response

As the critic Abrams has perceptively indicated, in

the classic publication The Mirror and the Lamp, aestheti-

cians have emphasized over time, different facets of the
arts--either the work itself (objective theory), the uni-
verse being portrayed (mimetic theory), the creating art-
ists (expressive theory), or the audience member (pragma-
tic theory). According to Abrams, the study involved with

the audience member was considered from an instrumental

lge11y, p. 239.
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perspective.15 Today, according to Richard McQuire, this
is slowly changing to an affective experiential perspec-
tive based on the importance of the experience the reader
has with the literary selection.
How we are moved by literature has to do

with the extent to which the words that com-

prise a work possess minetic values for us,

that is the capaciti to strike us as compre-

hensible and true."16

Brooks and Wimsatt in Literary Criticism: A Short

History propose:

One of the main lessons of critical history
would seem, indeed, to be that the stress of
literary theory must fall on the experience
(subjective and emotive) rather than on the
what, the object of value so far as that is
outside any experiencing subject.l7

This apparent concession by Wimsatt is a complete re-
versal in that he initially invented and labeled the "af-
fective fallacy" which, according to Jayne, brought about
a tendency to look upon "unique and idiosyncratic inter-
pretations [as] deviations from [the] ideal usually vulgar

. . . . 18
excursions into irrelevant issues."

15M. H. Abrams, The Mirror and the Lamp (New York:
Oxford University Press, 1953), pp. 3-29.

16Richard R. McQuire, Passionate Attention (New York:
W. W. Norton, 1973), p. 38.

17William K. Wimsatt and Cleanth Brooks, Literary
Criticism: A Short History (New York, 1957), pp. 737-738.

18Edward Stanley Jayne, "Affective Criticism: The-
ories of Emotion and Synaethesis in the Exverience of
Literature" (Ph.D. dissertation, State University of New
York at Buffalo, 1970), p. 10.
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I. A. Richards in his classic study of the written
responses of advanced college undergraduates to 13 poems,
related difficulties involved with the subject's reading
of poetry which have, since 1929, exerted a profound influ-
ence in the literary field. One that has led many in-
volved in literature to look upon the subjective factors
of response as secondary to knowledge of form.

The response categories which Richards deemed as dif-

ficulties inhibiting the author's intended response are of

a subjective nature. They are:

1. Difficulties connected with the place of
imagery. "They arise in part from the
incurable fact that we differ immensely

in our capacity to visualize."

2. Difficulties connected with the powerful
and very pervasive influence of mnemonic
irrelevancies. "These are misleading
effects of the reader's being reminded of
some personal scene or adventure, erratic
associations, the interference of emo-
tional reverberations from a past which
may have nothing to do with the poem."

3. Difficulty with stock responses. "These
have their opportunity whenever a poem
seems to, or does, involve views and emo-
tions already fully prepared in the read-
er's mind so that what happens appears to
be more of the reader's doing than the
poet's.19

Cross also found, upon analyzing the written reactions of
junior college students to short selections, the diffi-

culty of erratic associations caused either by the

191. A. Richards, Practical Criticism (New York:
Harcourt, Brace, 1920), pp. 13, 14.
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influence of home and family or by the influence of per-
sonal experiences.20

With this emphasis on the reader's response compe-
tence involving literary form and the subsequent emphasis
on formalist criticism in the schools, the reader's per-
sonal integration of self with the selection acquired an
acknowledged yet unimportant place in literary response
research. This also coincides with the push in literary
circles to make a science of literary criticism.

Research recognizing the importance of subjective
experience was happening concurrently as early as 1929
with June Downey. She investigated the projection of self
as an integrating factor in response to literature and,
consequently, identified three types of responders accord-

ing to their degrees of personal involvement.

1. Spectator--the reader who remains detached,
that of the onlooker or observer.

2. Participant--the reader who sympathetically
takes upon him/herself the emotions or con-
ditions described in the selection.

3. Ecstatic--the reader whose self-conscious-
ness, his/her emotions and realizations are
fused with the experience of the literary
selection.?21

This pioneering effort to determine the degrees of read-

ers' personal involvement in response, in part,

20Neal M. Cross, "The Background for Misunderstand-
ing," English Journal, 29 (May, 1940), pp. 366-370.

21June Downey, Creative Imagination: Studies in the
Psychology of Literature (London: Kagan, Paul, Trency,
Trubneer, and Co., 1929), p. 190.
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parallels this present study of reader involvement in
response.

In 1938, Rosenblatt staunchly emphasized the sub-
ject's experience of and sensitivity to the selection,
stating that aesthetic sensitivity will not be insured by

knowledge of formal aspects of literature.22

She helped
educators put into realistic perspective the complex re-
sponse process involved with the "reading of a particular
work at a particular moment by a particular reader."23
She stressed:
Personal factors will inevitably affect
the equation represented by book plus reader.
His past experience and present preoccupations
may actively condition his primary spontaneous
response. In some cases, these things will
conduce to a full and balanced reaction to the
work. In other cases, they will limit or dis-
tort.24
In contrast, Richards felt personal factors to be a dis-
tortion of the author's intended response.

Rosenblatt's idiographic studies encompass 25 years
of analyzing and comparing readers' encounters with a text.
Her basic procedure wasito have students write their re-
sponses as soon as possible after beginning to read. She
thus attempted to capture the on-going process experienced
by the reader. Her accumulated findings reveal that:

l. each reader was active;

22Louise Rosenblatt, Literature as Exploration (New
York: Noble and Noble, 1938), p. 52.

231pid., p. 79. 241154,
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2. each reader paid attention to the refer-
ents of words while also paying attention
to the images, feelings, attitudes, asso-
ciations, and ideas that the words and
their referents evoked in him/her; and
3. each reader's attention to the text
activates certain elements in his/her
past experience.Z25
In contrast to Rosenblatt's studies, Richards' reader re-
sponses were a culminating effort after repeated readings
and reflections on a text over a given length of time. It
must be stated that both researchers' philosophical ten-
dencies helped determine what each held to be important in
their subsequent analysis of the responses and their ac-
tions taken after analyzing them; i.e., Richards' struc-
turalist theory and Rosenblatt's transactive theory.

H. S. Meckel also attempted to identify personal fac-
tors in students' written responses. The focus in his
study was on the "most memorable" events in the novel
Fortitude by Walpole for 96 seniors in high school and on
their personality pre-dispositions found in their respec-
tive responses. He categorized their responses into three
types of which all will ultimately be important to this
study:

1. personality-psychologicai: the reader's
personal reaction to the work;

2. technical-critical: the reader's per-
ception of language, literary devices,

-25Louise M. Rosenblatt, The Reader, the Text and the

Poem: The Transactional Theory of the Literary Work (Car-
bondale, IL: Southern Illinois University Press, 1978),
pPp. 6-11.
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tone, relation of form to content, and
evaluation; and

3. content-ideational: the reader's iden-

tification and discussion of the theme

or meaning of the work.26
Meckel found with his analysis of free responses that the
predominant response among his students was the personal-
psychological; the least popular was the content-
ideational. He noted that relationship patterns existed
in a group of subjects with individual responses showing
considerable variation.27

Among his hypotheses are two which might have some
bearing on this study:

1. fear of emotion or the desire to avoid

emotion may result in repression of iden-
tification with a character who gives
way to his emotions; and

2. where identification is fairly complete,

there are parallel experiences in the
life of the central character and the
reader of a satisfactory sort.

Walter Loban studied the response of readers de-
scribed as having varying degrees of social sensitivity to
determine the extent to which their sensitivity or lack of
sensitivity reflected itself in their response to litera-

ture. In this study Loban chose 10 stories specifically

selected to evoke sympathy from the listeners. Responses

26Horace C. Meckel, "An Exploratory Study of the Re-
sponses of Adolescent Pupils to Situations in a Novel"
(Ph.D. dissertation, University of Chicago, 1946), pp.
176-179.

27 28

Ibid., p. 122. Ibid., p. 187.
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were obtained through oral discussion and several written
instruments. Loban found a significant difference in
insightful noting of concepts by the highly sensitive
adolescents as determined by five inter-rater judges. Of
particular interest to this study was Loban's conclusion
that literature is not likely to generate sympathy in
someone not already sensitive and that social sensitivity
cannot necessarily be increased by reading literature.
These results imply that the personal construct of the
reader plays on unequivocally important role in determin-
ing the individual's unique response to literature. Loban
found with Meckel that adolescents tend to identify with
characters who are most like themselves.29

To this, James Wilson, still perceiving the indivi-
dual's subjective contribution to be a misinterpretation
of reading, stated in his study:

Some words evoke in individuals certain

kinds of responses which then interfere with

their ability to analyze objectively the mean-

ing of what they are reading. Affective ma-

terial appears to contain more words which

fall into this category than non-affective

material. There is a positive relationship

between the individual's association re-

sponses to words and his interpretation of
paragraphs which contain these words.

29Walter D. Loban, "Adolescents of Varying Sensitiv-
ity and Their Response to Literature Intended to Evoke
Sympathy" (Ph.D. dissertation, University of Minnesota,
1949), p. 20.

30James Robert Wilson, "Responses of College Fresh-
man to Three Novels" (Ed.D. dissertation, University of
California at Berkeley, 1963), p. 17.
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J. Wilson, using a pre- and post-discussion research
design, attempted to identify a difference in the re-
sponses of 54 freshman students to three novels. He
discovered that the three class periods devoted to dis-
cussion after each reading effected an increase in inter-
pretational response from a mean of 54.5% on the first
response to a mean of 78.4% on the second. Conversely,
the self-involvement scores declined from 10.5% to 7.0%
in the second response.31

Discussion of the findings of this study by Wilson
revealed various degrees of relationships between self-
involvement and interpretation. This reinforces what
Downey said, that an exaggerated identification on the
part of the reader can block analysis but, on the other
hand, that intense self-involvement may accompany better
interpretations. As Wilson pointed out, there is apparent-
ly no conclusion to be drawn about this relationship ex-
cept that the self-involvement of the student in the story
is preliminary and stimulating to active explorations.
Attempts to grasp meaning seem to grow out of this first
phase of feeling.32

In 1955 Hilda Taba used informal research methods in
an eighth grade classroom to record and classify the in-

fluence of literature on the reader using discussions of

stories with 25 adolescent readers. She found that the

31 32

Ibido' po 217. Ibid., pc 400
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students, in their discussions, would use their own experi-
ences as a means to understand the causes and effects of
the behavior of the characters in the stories. She iden-
tified four types of responders:
1. the responders who entered into a story
fully, freely, and spontaneously, making
it a new experience for themselves with-
out connecting it with previous experi-
ence;
2. the responders who are egocentric in that
they found meaning to stories only
through personal associations and subse-
quent generalizations have more to do
with their experiences than with the
stories;

3. the responders who advise story charac-
ters on their behavior; and

4. the responders who project and generalize
or attempt to understand, evaluate, and
explain behavior or _evolve principles
governing behavior.
Taba concluded that a response developed by previous exper-
ience seems to be an even stronger factor in determining
the nature and quantity of participation than is social
status or intellectual ability.34
James Squire's study is an elucidating study in the
involvement of readers with literature. His initial pre-
mise was that general tendencies are observable in the

responses of adolescents to literature, but that consider-

able variation exists due to the reader's abilities,

33Hilda Taba, With Perspective on Human Relations: A
Study of Peer Dynamics in an Eighth Grade (Washington:
American Council on Education, 1955), pp. 110-111.

34

Ibid., pp. 113-114.
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predispositions, and experience.35 His methods included
recording oral responses during the process of reading at
predetermined divisions of four short stories.

Squire utilized oral response recordings of 52
adolescent readers to short story selections. He used a
categorization system consisting of seven categories to
analyze the content of the responses, four of which are
pertinent to the present study. They are:

1. 1literary judgments: direct or implied

judgments of the story as an artistic
work;

2. interpretational responses: reactions
in which the reader generalizes and
attempts to find the meaning of the
stories;

3. associational responses: responses in
which the reader associates ideas, events
or places, and people with his/her own
experiences; and

4., self-involvement: responses in which the
reader associates him/herself with the
behavior and/or emotions of the charac-
ters.3

Squire's important findings/observations in regard to the

above four categories, the most fruitful of which he con-

siders to be involvement and interpretation,37 are:

1. the greatest variation in responses occur
in literary judgment and self-involvement
responses which appear to vary inversely
throughout the process of reading a short
story;

35James R. Squire, "The Responses to Adolescents to
Literature Involving Selected Experiences in Personal
Development (Ph.D. dissertation, University of California,
Berkeley, 1956), pp. 79-80.

36 37

Ibid'l pp' 79-810 Ibid., po 200.



39

2. cumulative responses gathered after read-
ing vary considerably with responses
gathered during the process of reading;

3. a considerably higher percentage of liter-
ary judgments is made in the final response
to a story rather than at the earlier
story divisions;

4. for many readers the percentage of self-
involvement responses declines in the
final story response;

5. readers are most involved during the cen-
tral divisions of the stories when they
seem primarily interested in literature
as an emotional experience;

6. in the final response, readers seem pri-
marily interested in a more objective eval-
uation of literature as an aesthetic form;

7. the age of a character appears to influence
self-involvement; a wide discrepancy in age
seems to discourage understanding and em-
pathy;

8. the responses of readers occasionally re-
veal a self-conscious awareness of the pro-
cesses of involvement;

9. the close resemblance of a character to
the reader may increase identification, but
such involvement will lead to enjoyment if
the experience is of a desirable kind; and

10. clearly emotional reactions ungoverned by
rational analysis may lead readers to gross
misinterpretations . . . . a judicious bal-
ance between emotional involvement and ra-
tional objectivity is desirable in reading
literature.38

Squire further breaks involvement down into types
whose two approaches "suggest attitudes toward characters
and situations in a story which resemble those of an ob-

server of action and of a participator in the action."39

38 39

Ibid., pp. 196-218. Ibid., p. 201.
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He stated that a reader could adopt either attitude "at
different times even during the reading of a single short

story."40

He said the observer point of view seems to
occur more frequently although both approaches are common
and "the participant reactions seem to be more striking in
fervor and intensity."41

Roy Wilson's observations in regard to self-involve-
ment in his in-depth book discussion study were as follows:

1. he observed that what peers might think or

feel effects the amount of self-involvement
responses;

2. he observed that self-involvement responses

were identified most frequently with first
phase of initiating strategies calling for
reactions to specific characters; and

3. he observed that self-involvement responses

occurred in books where young characters
were in dee<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>