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AESTHETIC DEVELOPMENT

Michael Parsons
University of Utah

The following essay aims to give an account of James Mark Baldwin's
ideas concerning the aesthetic development of individuals, The lopic
plays an important part in Baldwin's psychology and his philosophy,
No other cognitive-developmental psychologist has paid nearly as
much attention to aesthetic experience as he did. One reason lor this
is the great scope of his ambition, which was to trace the develop-
ment of mind in general, that is, of each of the modes of experience
that characterizes a mature person's mentality. In his scheme, there
were three major modes of experience: scientific, moral, and nos-
thetic. Among these three similarities and dissimilarities canbe
discerned.

One way lo approach the subject of aesthetic experienee is 1o
consider it as a separale topic in ils own right and to describe
sequential stages of development within it. This is similar to what
Piaget and Kohlherg have done with scientific and moral develpment.
Itis one of the approaches that Baldwin adopted, and | will give an
account of his conclusions later in this essav. In addition, one can
relate these stages of aesthetic development to stages in the devel-
opment of the self, which for Baldwin is the central or nrganizing
aspecl of mental development as o whole. Baldwin established this
relationship to stages of the self for the aesthetic as well as for the
scientific and moral modes of experience, and in doing so he
entwined the three strands together into one rope. This procedure
again implies a parallelism belween the three modes. While an
account of the whale rope is well bevond the scope of the preser)
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essay, the relation between the stages of aesthelic development and
thuse of the cognitive core will be described laler.

However, Baldwin has another and grander way of relating
these three mades together, one which stresses the noncorrespond-
ences belween them and which gives to aesthetic experience a
peculiar significance in his scheme. Il scems best to deal with this
first, albeit in a sketchy wity (since it is not the primary focus of this
paper). This will provide some conlext for the development to be
discussed luter and will Tacilitale some initial remarks about Bald-
win's conceplion of aesthetic experience. Then there will follow a
brief discussion of both the nature of aeslhelic experience and ils
role in Baldwin's psychology, lest questions of this sort become
dragons at the mouth of the cave.

Pancalism

Baldwin’s grandest way of relating the three major modes of
experience consists in a doctrine which he labels pancalism, a
characteristic neologism which forms the motto for his magnum opus,
Thought and Things. Briefly, il is the doctrine that in aesthetic
experience we have a better, i.e., more comprehensive, grasp of
reality than we can have in either of the other two modes. This view
puls him in the great tradition of German idealis| aesthetics. It can be
seen, for instance, as a restatement of the centra) view of Schiller's
Education of Man, though the argument for it is more psychological
and—less—metaphysical-thanis - Schiller's. Tn a very general way,
Baldwin might be said 10 rework the conclusions of idealist aesthetics
rom a genetic point of view,

The argument Tor pancalism requires o briel statement of
Baldwin's general theory of the development of mind. In the first
experience of a baby, there is no dualism, no sense of mind as against
malter, of values as against facls, nor. more basically, of self as
against not-self. Experience is all of one kind, unmediated, noncon-
ceptual, only of objects taken as natural, Baldwin calls this beginning
phase simply adualistic,

Very soon, however, dualisms begin to arise within experience;
a world of meanings and ideas begins 1o be, side by side with the
world of natural objects. The creation of this symbolic world, is, by
and large, the work of imagination, which detaches images from the
perception of natural ohjects and ])Iu}'s wi!h them “experimentally.”
vy =31 ik [ : s . :
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They are experienced as a question of control, a question as 1
whether the natural or the symbolic world is at any particular time in
control of experience, i.e., determining its direction and character,
The control of the symbolic. world comes to he laken as self,
contrasted with the control of 1he world of natural objects, the not-
self. This sclf/not-self distinction has its own development in the
individual, a development which is central 1o the whole development
of mind, and which is discussed in detail elsewhere in this voliume.
The important point for our purpose is that the development of the
self, and therefore, of the mind in general. requires the elahoration
of dualisms. In effect, self creates itsell by setling up the contras)
with the not-self; mind needs a world of objects for ity cmergenae,
This is one of 1he great insights of the idealist tradition, though there
it was usually treated as a matler of metaphysics and not of psvehol-
ogy.

A great deal of our experience is therefore dualistic, and hoth
science and morality are outcomes of dualism. They both acknowl-
edge the existence of the two worlds, the natural and the svmbolic,
and both are molivated by the need 1o resolve Lhe tension between
them. Science achieves this resolulion by accepting as ultimate the
control of the world of natural objects, morality, that of the world of
ideas. Both resolutions are stable but partial, since they are achieved
by exclusion. This exclusion is itself felt as a part of experience, The
scientist can say, “This is the way the reality is.” Bul he is aware that
as a scientist, he can say nothing about how it shoujd be, because, as
ascientist he has already accepled the conlrol of the natural world as
arbiter of judgments of realily. The reverse is true of the moralist: he
can say how the world should beshutis aware that saying so does not
make it so, and that as a moralist he cannol determine how o make
it s0. Both, therefore, offer a grasp of reality, but one which js partial
and in complementary ways. Henee, according 1o Baldwin, the long
dispute in the history of philosophy as 1o which is mos| real, the
world of natural objects or the world of ideas.

Baldwin asks: Is there a way to "overcome™ the dualisms? That
is, is there a mode of experience which is nondualistic, bu which
supercedes rather than precedes the stages of dualism? s there a
mode which is postdualistic in that it does nol ignore, but rathor
profits from, the resulls of dualism and can use all 1he jndgments
which dualisms have made possible? His answer is that malure
aesthetic experience does this. It can do this because an aesthetic
object perfectly uniles the two worlds: it is both a natural object
made wholly significant, and an idea perfectly embodied in a natural
object. ;
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ence the lwo worlds are matched, but never perfectly so. In science,
some of the features of a natural object can be explained by theory.
But there are always features that escape the theory, and the theory
is never perfectly exemplified by the natural object, since the theory
is general and the object is particular, In morality there is an ideal
which can be partially embodied in the actual world but which
always transcends it, because everything actual is subject 1o change
and decay. An aesthetic object, in contrast, is a case of complete
fusion of the two worlds; an object every aspect of which is signifi-
canl, and an idea wholly embodied in some natural object. Both
controls therefore are allowed Tull play. The self can find itself fully
in an aesthelic object, while at the same lime all the claims of the
nont-sell are acknowledged. Therefore it allows, according (o Baldwin,
maximal satisfaction of the psychological motives which led in the
first place to dualism, as well as of the specific aesthetic moltive.
Mutting it another way, there is nothing an aesthetic abject cannot
include in its constitution; it can include any and all of the judgments
ol science and morality and put them 1o use as its own ingredients. It
creates not by exclusion but by inclusion, and so is a more compre-
hensive apprehension of reality.

This, briefly, is Baldwin's argument for the doctrine of pancal-
ism. It is worth noling thal the idea of the perfect synthesis of natural
and symbolic world is at the heart of the idealist tradition and is a
traditional account of the aesthetic object. There is a similar notion,
for example, in Dewey's Art as Experience, where what he calls an
experience refers to the felt significance of experience perfectly
expressed in some material object or sequence of events. Dewey says
that human experience naturally strives loward thal stale. Since the
precepls of pancalism have aleeady been summarized in Wallwork's
chapter, I'shall say no more about the doctrine here, but a number of
points can now be made aboul Baldwin's use of the concept of
aesthetic experience,

The role of the concept of aesthetic experience

The primary concept in Baldwin's philosophy and psychology is
notart norwork of art; itis eesthetic experience. In the same way, he
sludies moral experience, rather than individual acts of morality.
This, or course, is not because he is a psychologist, but because he
comes [rom an idealist background. He takes experience as the most
encompassing lact of human life; and he distinguishes modes of
experience from one another in terms of the peculiar qualities and
interests that characterize them

20 (VG K . 1 a “ 12 { B
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that make experience aesthetic in a moment. Given this definition. or
any such definition, one can thus derive the idea of art: anvthing that
is an object of interest in aesthelic experience is an aestheli object,
and anything that is made deliberately to serve as an acsthelic nhjen
is a work of art. Many things can be aesthetic objecls: mountains.
driftwood, urinals, and so on. The complete list would include
symphonies. dances, paintings, poems. The chief difference is that
the latter things are likely to be more satisfaclory as aesthetic ohjects
becuuse they are created for the purpose.

The focus on aesthetic experience is of great importance in
facilitating the construction of o scheme of sesthelic develapment.
One of ils virtues is its unifying and simplilying power. There are,
after all, many different arts and art media. The differences among
them are very striking and obvious; what they have in commaon is not.
In fact, it was nol until the eighteenth century that music. literature.
and painting were commonly grouped together as arts and distin-
guished from crafts and other activities. Te the eye of common sense,
the most important thing aboul an art form is the character of the
medium, and most studies of children's aesthetic abilities or devel-
opmental histories have dealt with their abililies to work in a
particular medium. They rarely speak of things aesthetic at all:
instead, they concentrate on abilities in individual art forms. This
common-sense, nontheoretical approach usually obtains results
which are dubiously relevant to aesthetic concerns, (See, for exam-
ple, Golomb, 1974; Moore, 1973: Gardner et al., 1972, 1975: Bolvin &
Sutton-Smith, 1977; Kellogg, 1969; Lowenfeld & Brittain, 1970: and
DiLeo, 1970.) Even those psychologists who have thought about
questions of generalizing across media (e.g. Werner & Kaplan, 1963)
have thought in nonaesthetic terms, such as the generalization of the
concept of a diagonal (Olson, 1970).

In contrast, Baldwin's view is that the various arts have in
common the aim of producing aesthetic experience. Hence, that
notion is a key organizer to get at both what is important abou! the
arls and what is important about chidren's development in the areq.
Without it, one might well find stages of 1he development of some-
thing, but it is unlikely to have much to do with what makes art art or
lo generalize across the arts. We may study, for instance, (he
development of the ability to draw five fingers on each hand when
drawing people, the ability to mix and match colors, to recognize
styles, to remember tunes, or to think of many uses for a house hrick.
None of these abilities have centrally to do with anything aesthetic,
Baldwin, as far as I know, is unigne among psychologists, until very
recently, in choosing to define his unit of investigation as acsthelic
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The concept generalizes across another set of distinctions in the
same way. There are a number of different roles in connection with
the arts: artist. audience member, and critic. 1o name a few. The
differences hetween these roles are also very striking at first glance.
They appear 1o consist in quite different activities, and many psy-
chologists have assumed tha they therefore call for quite different
abilities. I has, Tor example, hoeen argued that only the abilities of
the arl critic cin be expected 10 show a cognitive-developmental
character, but nol those of the artist or the audience member
[Gardner, 1973). This is becanse criticism alone seems o require
“formal-operational” skills (e, the comparison and the relation of
particulars to abstract principles). Also, many studies have dealt with
children's creative abilities in different art [orms, albeit studies
conducted without reference to their appreciation (e.g., the strong
Iradition of studying the development of children's drawings in
Werner & Kaplan, 1963, Dileo, 1970, and Olson, 1470).

Baldwin's view, howoever—and it is part of the idealist tradi-
ion—is that these roles (artist, audience, critic) have in common
whal is mos! significant about them: thev are all concerned with a
particular aesthetic experience. Nor is their relationship to this
experience relevantly very different. The arlist as s/he creales a
work must constantly look at it and respond to it, i.c., engage in the
activity we would atiribute to an audience member. The audience
member, on the other hand, must recreate for himself the significance
al the work and its parts as he perceives it, in a mental activity
essentially similar {if o littde more puided) to that of the artist. The
critic. must do the same thing; he must, perhaps, engage in the
experience more fully, allowing it to come 1o a point of articulation
and judpment. Whal is aesthetic_abouwt the experience, however, is
whalall theee have incomman+the act of experiencing the character
and qualities of the aesthelic objecl,

A Turther benefit of the notion of aesthelic experience is that it
enables one to consider responding and judging together, not as
incompatible activities or as unrelated. Instead, they are hoth a part
ol experience. Acsthetic experience beging with perception, includes
feeling, and moves loward explicit judgment. Nor are these different
activities, but rather they are inlerpenetrating phases of the same
activity. Judgment is already inherent in perception and in feeling;
feeling is implied by judgment: and so on. For example, one sees an
object as sad or lonely, as sirident or exullant; this involves percep-
tion, feeling, and judgment. The same remirk would be true of moral
experience: to feel guilty is implicitly o judge one's act as morally
wrong, and so on. Il seems 1o follow that it would be hest not 1o study
the development of indement alone, sines stages of judgment would
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also be stages of something broader (i.c., experience). This interpene-
tration of judgment and experience is perhaps most obvious in the
case of aesthetics; but it is equally true of moral or scientific
experience. In Baldwin's scheme, the units of study are scientific
experience, moral experience, and aesthetic experience. All throe
are parallel in thal they comprehend both the jndgmental and the
feeling sides of mental life, both cognitive and affective. This i5
basic strength of cognitive-developmental psyehology, and it seems
lo derive from this use of the notion of experience.

The Objectivity of Aesthetic Judgments

The question whether, and in what sense, acsthetic judgments
can be objective is a familiar enough topic of discussion. From what
has already been said, it is clear thal Baldwin believes that they are
objective in just the same wayv judgments in science and morality are
objective. This isimplied in the view that aesthelic experience offers
a grasp of reality: if objectivity in some sense were not possible, the
grasp of reality would necessarily be illusory. [t seems worth explain-
ing briefly how Baldwin thinks this process works and why it is
important for psychologists,

The elements of an aesthetic object are hoth sensory and
ideational, but they constitute a whole because they are organized,
To say they are organized is to say they relate to each other in a way
that “fits”. This fittingness of the elements with each other produces
i strong sense of the unity of the object and is called form. The
internal relations of the elements of the aesthelic nhject are seen as
complele: everything is there that is fit, and nothing that is not. I'he
obverse of this is a sense of isolation, or unrelatedness, (o things
external to the ohject, Because the internal relations are complete,
there is no need to relale the object to the surrounding circumstances.
[Lis isolaled, detached, from its surroundings, and we can attend 10 i
by itself, for itsell. In this detachment of the object from ils circum-
stances, Baldwin believes, control passes from the external 1o the
internal. Internal here has two simultaneous senses: internal to the
object and internal to the person experiencing il.

On the one hand, experience isdirecled by the internal relations
of the elements of the object, as they are actually perceived to he.
These relations are taken as given, as facts which must he acknowl-
edged. What fits or doesn't fit is nol determined by whimsy, or desire,
anymore than in scientific or moral judgments. Aesthelic judgments
are based on the facts about the aesthetic object. There are tests and
standards 1o eliminate idiosyncrasy in determining what is faclual
and relevant, just as there are in science and marality. These tesls
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amount to an appeal to what is phenomenally objective in perception,
i.c., to whatever appears as a property of the object when closely
attended o, Admittedly, such tests are rather nontechnical and may
not seltle close cases. Bul there certainly are many clear cases: for
example, Picasso’s Guernica is not, factually speaking, a happy work,
nor is the fact that it is worth one million dollars relevant to its
aesthetic character. So we may say that, phenomenally, control of
the aesthetic experience lies in the character of the object.

On the other hand, the control is also, and simultaneously, in
the person. The person creates the object (whether s/he is artist,
perceiver, or critic) because the sense of fittingness and unfitlingness
must come from within the person, must be, as Baldwin many times
puts i1, Cread into™ the object from the inner life of the perceiver. He
thinks this is obviously true, as we shall see, of any feelings "read
into"” the object, as well as of the form found within it. This reading
in, however, is not done consciously, nor is it susceptible of deliberate
control. The point is that form, in a successful aeslhetic object, is
both what ought 1o be (i.e., what would be most fitting) and what is
(i.e., the Tactual fittingness in the object). Hence the control is dual,
which is why the experience is completed by inclusion and nol
exclusion of any possible considerations.

Psychaologically, no doubt there is an interplay in that the mind
picks up suggestions from the work, develops them, and lests them
oul on the work again. Phenomenally, the work is experienced as
suggesting or demanding some responses, refusing others, Fillingness
is found in the work, and it establishes whal is to be relevant. Hence,
object judgments are just as possible in aesthetics as in logic or
moralily. The expressive character of a work of art is experienced as
a_character of the object, and nol of the self; and therelore is
exprerienced-as-heing there foranyone who looks, A judgment that a
poem is jovous, for example, is a judgment that everyone would find
it to be joyous, if they read it in the right circumstances, and if they
hid the abilities to understand it and 1o perceive it objectively.

The qualifications in this last sentence are important. The
experience is that the joyvousness is there for anyone (o find; it does
nat matter whether anyone else actually linds it. That is, the judgment
is not that others do agree, only that they would agree, if, etc.
Aesthetic judgments are again parallel to other kinds., A scientist
announcing a new theory does not suppose that others do agree with
him, but that they would agree with him, if they had the relevant
evidence, the proper understanding, and followed the appropriate
logic, cte. In this sense, his judgment is objective even though he
continues to be a lonely voice in a scientific dispute: it is not merely
a personal preference hecanse no one olse peress with it. Baldwin's
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obviously important. In the altempt to explain the growth of cognition
from a Darwinist point of view, Baldwin necessarily stresses its social
character. Human mentality is essentially social in that it requires
interaclion with others for it 1o he. Also, scientific, moral, and
aesthetic judgments are necessarily social, because they must pass
through a consensual stage in which correciness is understood as
consisting in the consensus of one's society. This is necessary il one
is ever to understand one's own interpretations as corrcctible and
having any general authority. To speak this far of human sociality,
however, is to speak only of how the individual comes to think like
his fellows, 1o adopt the common view. It does nol explain how
society's views are themselves correctible, nor how collective mental
progress and crealivity are possible; and it leaves one at the moercy of
rarious forms of relativism in all areas. Baldwin, who unlike Durk-
heim was determined o avoid relativism, lakes the next step lo be of
greal importance: the emergence of the ability 1o criticize society’s
views on one’s own authority. This authority is not the authority of
one's own idiosvocrasies [as il is before the consensual slage], bul
the authority of the individual's own judgment of the facts and their
relations, asserled, if necessary, in spite of sociely's disagreement.
Such a judgment is necessarily synnomic, or objective in the sense
explained. :

Baldwin, then, defends the objectivity of aesthetic judgments. 1t
seems to me that this view is necessary if one is o have a cognitive-
developmental psychology of aesthetic experience. For we are not
dealing here with the development of an isolated concepl, such as art
or form, as the term cognitive development might suggest. We are
dealing, rather, with the development of a fundamental mode of
experience which; like science and-moratity, is essentially normative:
in character. A number of concepts will develop as constituent parts
of this mode of experience, bul it is its normalive character that is ils
core, because this is what gives il distinctoness as a “mode of exper-
ience.” If it were not distinct in this way, it would not have a distinct
course of development, but would instead be a part of moral or
scientific, or some olher, development. By normative charucter |
mean that objective judgments are possible, and that various aspects
of experience have inescapably a relevance or irrelevance in the
making of those judgments. The same is true of Kohlberg's work on
moral judgments. It is not just that the concepl of rights, [ur example,
develops; il is also that the relevance to moral judgments of the
concept of rights develops. This is whal makes the development of
that concept a constituent part of moral development. This point
saves us [rom a proliferation of distinct cognitive developmental
schemes, each detailing the develonment of 5 coneent ol anahloe
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thinks there are three such core structures: the scientific, moral, and
aesthetic. We may wish o add more; but it seems that any plausible
addition must be synnomic in character.

The Nature of Aesthetic Experience

[n this section T will describe Baldwin's account of aesthetic
experience. This is necessary before discussing the different devel-
opmental levels of that experience.

It is perhaps helpful to note at the beginning that Baldwin's
account of aesthelic experience (in contrast al times with his termi-
nology} is not an idiosyncratic one. It is compalible, for example with
that of Monroe Beardsley, in his Aesthetics (1958). No doubt this is,
in part, true because of the abstract level at which he moves. But the
peinl is important, since otherwise it would be unlikely that his
account of the development of the aesthetic would be of much
interest 1o us. In general, his account siresses, as any naturalistic
theory must do, the connections between aesthetic and ordinary
experience, the one being, in general, a heightening or intensification
of certain features of the other,

There are four interrelated notions Baldwin uses to characterize
acsthetic experience: these are iminedioey, semblance, personaliza-
tion, and idealization.

Immediacy

What does it mean to say aesthetic experience is immediale? 1t
is_perhaps easiest 1o define immediacy in terms of ils opposite.
Medition-oseurs- i-experiente-when-one-thing refors {or points) to
some other thing. Signs and symbols stand for some other thing, for
example, and are said to mediate their meanings. Experience of a
meaning via a symbol is then said to be mediate. In a purposelul
experience, means often are experienced as pointing to their end,
Logical deduction is also highly mediated, since cach slep is experi-
enced as leading to the next. Discursive judgments in general are
also mediated. since they can all be reduced 1o the form “A is B,"in
which one idea leads to another. An example may help. Consider the
judgment, "trees are a renewable resource.” To hegin, one reads the
word “trees™ and thinks of the objects. trees. One does not normally
attend closely to the word, to its size, for example, or its blackness on
the page. One gives it sufficient attention only to recognize it and be
dirccted to its meaning. The same is true of “renewable resource.” In
addition, the sentence as a whole stales o judgment of the form “A is
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B”;in reading it we move from the first idea 1o the second. We make
the transition, but do not altend closely to i, 1o the particular wity il
is done. Rather we attend only sufficiently 10 recognize the word
“are" as a transition. For these reasons a normal reading of the
sentence is a highly mediate experience,

This condition is the opposite of the aesthetic, where full
altention is given to what is actually presented. One attends to the
presented object and ils qualities for their own sake and not 1o
something beyond it. Attention is ahsorbed by the object, not its
abstracled significance, by the present, not the future, by the means,
not the end. It is undivided and nondiscursive, i.e.. does not “run”
from the actual to something else pointed to, and is. in short, im-
mediate.

There are several kinds of immediate experience, as Baldwin
points out. There is the immediacy of naive sense experience, such
as a baby may be presumed to have hefore he has a symbolic world,
There is the immediacy of mysticism and of the contemplation of
simple and distinct ideas, which formed the cornerstone of Cartesian
philosophy. The methods of phenomenology may be thought of as
aiming at immediacy in the contemplation of intentional ahjects of
all kinds. Also there is the immediacy of aesthelic experience in its
several stages of developmenl.

Semblance

Semblance is Baldwin's word for a fealure widely acknowl-
edged as a basic characleristic of aesthelic experience, [1 corre-
sponds, for instance, to what Susanne Langor (1053} means by the
virtual character of aesthetic objects. 1t is the concern for the
appearance rather than the reality of abjects, the interest in how
things look, or scem to be, rather than in whal they actually are, For
the sake of clarity I will mention o few simple examples of the
semblant: a car may look fast, whether or not it is: a wall may look
solid, though in Tact it is aboul to crumble: a singer's voice may
appear to be effortless, though it is not: a two-dimensional surface
may appear lo be three-dimensional. All these are cases of the
semblant in its most general sense, They are not the only kind of
case, because mental objects also can be semblantly apprehended,
e.g., the idea of a square, the concepl of justice, a logical connection,
There are again connections here with phenomenology and herme-
neulics, which were also being created contemporaneously wilh
Baldwin, Aesthetic experience is not the only kind of semhlant
experience, jusl as it is nol the onlv kind of immediate experience.
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Buy my examples relate only to potential aesthetic objects, and 1
shall discuss only thal case.

Baldwin's view requires that, in principle, anything can be an
aesthetic object, provided only that it is capable of being appre-
hended through the senses. This is necessary hecause, as we have
seen. an aesthetic object represents a perfect fusion of the world of
the senses and the world of meanings. All material objects are
potential aesthetic objects, as are sounds and patlerns of movement,
Words are perhaps a limiting case, because they may seem hardly to
exisl without their conventional meanings, But they are, after all,
perceptible by sense, sounded, or “heard internally™; they are
combined sounds and meanings, and so can become aesthetic objects.
This accounts for the problems of translation in literature, for poems
and novels are made of words and not of meanings. Collingwood
(1938] has an interesting corollary of this point, which is that each of
the arts has its origin in a specialization of body movemenl. This is as
true of painting and drawing-—specialization of hand and arm move-
ment—as it is of speech. dance, or music. The reason is that the
movements of one’s own body, while cerlainly physical, are also the
first things naturally experienced as meaningful. They are in every-
one’s experience al the heart of the fusion of the natural and the
svmbolic, the “place where two worlds meet,” and are from the
beginning involved in the creation of meanings. One can say then,
with Collingwood, that movement is the mother of the arts. A body
that did not have the power of movement at will could not have
aesthetic experience, because it could not overcome the dualism of
nature and meaning. Nor, presumably, could it creale the dualism in
the first place.

‘Forrepeat-aesthelic-objects must consistin sensory malerials as

—wellas in meanings. The point is worth stressing because many
idealists have seemed to deny it or ignore it; and this is at limes true
of Baldwin. It is also widely thonght to be true of Croce and
Collingwood. Baldwin sometimes speaks as if ideas alone can become
aesthetic objects. Ideas certainly can be organized in different ways,
and their organization is often described as harmonious, elegant, or
in other ways aesthetic. We have probably all heard the claim that
mathematical proofs can he beautiful, Baldwin makes this ¢laim and
savs it also of the organization of a person's life, that, for example,
“the development of character by the observance of moral rules is as
heauntiful as the progress of a musical composition” (Baldwin, 1911,
p. 203).!

This kind of talk was common in Baldwin’s time, but later

CAIsubsequent guatations from Daldwin arve from Thouaht oned Things (vol. 3).
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writers and arlists have not been sympathetic with it, The twentieth
century has come to regard aesthetic objects as necessarily organi-
zalions of a sensory medium; meanings are imporlant constituents of
works of art, but they must be incorporated somehow in particular
picces of sensory malerial. Philosophers and artisls since Baldwin's
time have given much attention 1o the character and possibilitios of
organization in different sensory materials. This lopic was first
approached scientifically by Fechner, whose work Baldwin mentions
but clearly regards as of subordinate significance, The necessily of
the sensory medium, however, as we have seen, is actually required
by Baldwin's own larger views, and his occasional Lapses should nol
obscure this truth,

Semblant objects include a wider range than aesthefic nhjects,
the latter being thal subset of the former which is capable of being
apprehended through the senses. We may then say that there is hoth
a posilive and a negative character 1o the altention thal focuses on
such objects.

On the negalive side, there is what is not of concern, or al the
center of altention, what is “bracketed.” There is no atiention 1o
anything beyond the appearance. For instance, it is enough that the
car looks fasl. If one goes on 1o ask whether it really is ast, one's
concern is no longer aesthetic but practical. The question of reality is
not raised nor is it rejected as irrelevant. As Collingwood says,
imagination is indifferent to, or prior to, the distinction between
reality and unreality. Baldwin speaks of this negalive aspect as
revealing the freedom of the imagination. One is nol limited to
reality, as one may be in other modes. In imaginalive modes one can
go beyond it {in the sense of ignoring the facls of the matler or the

practical consequences), in favor of make-beliove. or asil. The |

control ol experience, as he puls it, passes from the external nhject to
the sell, Semblance reveals “the psychic lendency 1o consider the
object as detached from the external and thus as under inner or
subjective control.” A simple example of this frecdom is from
children’s play, in which a chair may casily become a horse or a
space ship. More generally, this means that semblance is not re-
semblance. Art, for example, is nal photography [though Baldwin
allows that phetography can be art). Where a work of arl depicts
something, one’s interest (if it is to be aesthetic] is not in whether it
is a faithful depiction of an original. One altends to the depiction, nol
to the original, nor to the accuracy of the reference of the depiction
to the original. Otherwise it is not a case of semblant (nor, it will be
noted, of immediate) experience,

On the positive side of the description of semblance, we may
say thal the semblant object claims attention. It is true that one miy




402 The Cognitive-Developmental Psychology of James Mark Baldwin

be more—and less—fully attentive in the semblant mode itself;
Baldwin makes rather a point of the inatlentiveness of children's
play. But in aesthetic experience, atlenlion is fully given to the
semblant ohject, and hence that experience is in a sense fully guided
by it. However, this does not deny a more sophisticated form of the
freedom and inner control just spoken of. For the semblant object is
in lurn created by the atlention which it “claims.” Attention is given
only to appearance, and the object is constituled only as appearance;
hence it is neither a scienlific nor a practical object. Each observer
must freshly create the semblant object as such for himself,

Another way to say this is (o say that the observer must interpret
the object s if it were something. An appearance must be the
appearance ol samething, not of nothing: something must appear as
il actual, that is 1o say, it must be an intelligible or meaningful
appearance. Baldwin says: “all art ... must mean something, must,
that is, present, render or dépict things, silualions, evenls, relations,
which are so far possibly real as to be understandable” (p. 158).
Baldwin in any case believes that there cannot be sense-data that are
wholly uninterpreted, that have no significance at all: for something
to appear at all requires that it be at leasl minimally meaningful,
Hence the idea of a "mere ink-blot” in the following sentence is to be
taken as a limiting case engendered by logic, rather than as descrip-
tive of possible experience: “The absolutely grolesque and unintel-
ligihle—the mere ink-blot, or the mere noisy crash—loses interesl,
whether in play or art” (p. 159).

I follows that works of art. though they must present the
appearance of something, may nevertheless be what we call abstract
or nonobjective. Actual blots and crashes are not ruled out, only
Smere” blots and crashes. For example, an ink-blot that is pregnant
with~emotion s semblant, since it has the appearance of emotion.
And, of course, it would he hard to find an inkblot that does not carry
some suggestion of emotion. Emolions can, after all, be "presented,
rendered or depicled”; and this is a fact of greal importance for
aesthetic experience. Its importance is such that Baldwin created for
it the separate category he called “personalizing.”

Personalizing

Personalizing is best regarded as a subset of the semblant, It
refers to the finding in semblant objects of qualities which can be
described only in terms having to do with human feeling—cases, in
other words, where the semblant appearance is an appearance of
teeling.

oasild cdoe conmyn cimplo ovamnloe vehioh noeatlol tha et sivon in
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the discussion of semblance: a tree may look lonely, or defiant; a
piece of music may sound sad or brooding; an inkblot may appear
serene or joyous. The examples are similar to the first set in that they
describe appearances; but they differ in that the appearances are
described in terms normally used only of human feeling.

[t is commonly thought that terms of this kind enable us to sav
what is most important about works of art. At the least, we may say,
il we were not impelled 1o say things of Ihis sort, art would be of
considerably less interest to us than it is. It would nol be heroic, or
tragic, or sentimental, or emotionally involving in any way. A stronger
view would be that we would have no calegory of the aesthetic al ll.
Baldwin evidently is inclined toward this stronger view: .., that the
aesthelic necessarily has somehow to do with the presentation of
human feeling. We can contrast wine-tasting: il is not an aesthetic
affair on this view, although it is & matter of immediacy and of the
semblant. The reason is that wine cannot sensibly be said to be sad
or brooding, lonely or defiant, or describe in terms normally used of
human feeling.

[t may seem on second thought that it is not sensible 1o say that
a tree looks lonzly or defiant, that it is puzzling in a way that it is not
puzzling to say that it looks solid. How, it might be asked, can a tree
be lonely? Here one must remember that whal is at issue is not the
tree as a scientific object but as an uppearance—the tree reconslituted
as an aesthelic objecl. Loneliness is ascribed to the lree as appear-
ance, but not to the tree as scientific object. The assertion is that the
tree looks lonely, but not that it is lonely. In the same way, we mean
the tree looks solid, not that il is solid, as long as we remain in the
semblant mode. In both cases, we have descriplions of the waty Lhe

tree looks, not-of-how-itis-We-do-in-fact-say-things of this sortat the————

time; such specch communicates perfectly well in normal use and
does not puzzle us. The puzzle arises only on second thought, not on
first. Criticism of the arts is Mull of such statements and they seem lo
be irreplaceable; that is, there seems to be no other way lo say what
we mean when we say thal the tree looks lonely. In Baldwin's view
these facts are of the grealest importance in deflining the acsthetic,
This makes his view a part of the expressionist view of art, according
to which the essence of the aesthetic is that it expresses emotion.
There has been a greal deal of discussion within that tradition of just
how art expresses emotion, and of what expresses means, and in
fairness, no widely accepted answer exists.® It is important to see,

*The classic disenss ons are in Collingwood's The Principles oof Art (1938), and Langer's
Feeling and Form 11933). A useful summary and discussion of the yuestian id in
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therefore, that such questions do not have to do with whether it is
tene that the tree looks lonely, hut with how that comes about, They
are nol a challenge to the fact, but rather a request for an explanation
of the fact.

Characteristically, Baldwin has an explanation, and it resides in
a psychological theory. [Uis helpful, therefore, to see that this theory,
purporting lo explain the expressive character of the aesthetic, is not
directly involved in his description of the aesthetic as expressive,
nor is it the same as his theory of the development of aesthetic
experience. I1is a subsidiary element within the whole, though
nodoubtedly an important one. His explanation depends on a theory
current at his time, often known as the theory of Einfiihlung. The root
idedis this: as we attend 10 a work of art {visual, musical, verbal) and
trace oul the patlerns—the risings and fallings, the stresses, conflicts,
and resolutions—our body unconsciously reproduces the physical
and nervous equivalents. This then gives rise to the feclings and
emotions that would be felt if one were oneself going through the
actions involved. Baldwin's own general account is summarized Lhus:

A fruitful character of the semblant object. . . is thal called in the later
German literatore of aesthelics, Einfublung ... Itis the making of any
object into a thing of semblance or “inner imitation,” with the added
character that such an object has a preater or less degree of subjective
control attributed 1o il. There is a certain feeling-into the given object
(Einfihlung) of the subject’'s own personal feeling: an attribution to it
of the inner movement which its construction requires, (p. 166)

Baldwin was lamiliar with several versions of this theory, and
was not quite satislied with any. This is made clear in a footnote to
the above passage, in which he says: "The great confusion that reigns
in_the German literatura-on-the—topic-makes-it-scem desirable to

—hostpone-the-finat-choice of an equivilent (for Finfahlung) until the

conceptitself is better defined (p. 167). His own summary and use of
the theory remains always at a rather general and common-sense
tevel. He frequently speaks simply of feeling that bas been “read
into,” “felt into” or “transferred o' an object. His use of the words
“personalizing,” “personification,” and “identification” are similarly
derived from a common-sense vocabulary. Indeed, he often seems to
regard such phrases as self-justifying, as il they are simply a
restatement of the facts of expression, rather than as an explanation
af them. The theory of Einfithlung has not retained much popularity
since Baldwin's time because it has remained ineradicably vague, in
rust this way. It does nol remove much of the puzzlement surrounding
the claim that “the tree looks lonely,” to say that it is because the
wnse ol loneliness has heen “read into” {ete.} the tree by the

Aesthetc Development 405

John Broughton has made the interesting sugeestion that, for
Baldwin, the capacity Tor Einfiiblung derives from the oviginal
absence in the baby of the distinction between self and other. In the
adualistic stage, there are feelings in the world, bul they are not
experienced as located clearly cither in the self or in the nol-self.
since this distinclion is not yel securely established. Instead, they are
experienced simply as being in the one world which is all there is.
This early experience is retained as a capacily through later stages,
and resulls in both Einfihlung (the apprehension of feecling in
objects) and as what we now call empathy (apprebension of fireling
in other persons),

Idealization

The fourth major concept Baldwin uses to characterize the
aesthetic is idealization. The most basic sense of this nolion is
organization or form. Aesthetic objects are complexly organized
objects, wherein each part is somehow related to each other part and
also to the whole. These relations are determined by whatever seems
to be fitting (i.e., there is a relationship between any two parts
whenever they seem to “fit" each other in some wiay]. The fit
constitutes the relationships; without fittingness there would be no
forms to be apprehended. There are various kinds of fittingness
which constitute various kinds of forms. There is, for example, the
fittingness with which a premise fits a logical deduction, and that with
which a particular act fits a particular moral characler. I have already
discussed the kind of fittingness appropriate 1o aesthelic objects: il is
that with which sensory materials fil each other,

_Experience normally is of pariial Torms, 11 is neither chaotic nor
perfectly shaperd. 1t is a matter of some elements fitting together in
various ways, with other elements not being as fitling, or not fitting al
all. These partial forms in experience often seem to call for heir
completion, to suggest something not actual. To follow these SUgEes-
tions and supply the completion of “a bit of organization once hegun”
is to organize the dalta, or to idealize them. 1t is a going-bevond the
factual to something felt as more fulfilling and is again a function of
the freedom of the imagination. It is a deep motive of mind, to be
found in all areas of experience. A well-known example is the case
of perception itself. In vision, for example, there is a tendency to
organize sense-data into simple shapes, a tendency which Gestalt
psychologists have amply illustrated since Baldwin wrote. Baldwin
himself did a number of studies of visual organization, which no
doubt influenced his thinking.

TSHhipennee e in Hyse yueree A neodiet of mined eomathiing sl Tenlos
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objects by the imagination. Nevertheless, it is not, in Baldwin's view,
purely subjective. 1 have already discussed the sense in which
judgments of fittingness are for Baldwin objective, or synnomic, The
form is found, at least as a suggestion, in the object, and objects
cannot be made to fit together simply by wishing, for they are
experienced as accepling some forms and refusing others. The
completion which fulfills the partial form of a given object is
determined, or at least guided, by the given object and its partial
form.

Idealization in this sense is a requisite for aesthetic experience,
in Baldwin's view. He says: “Art always has ils symbolic meaning,
which proceeds by the [urther development of the motives presentin
the content or malerial. [t is part of the intent of the imagination that
the organization shall go forward 1o ils consummation” (p. 205). To
this is appended a [ootnote: "Accordingly, when we say that the lover
idealizes his lady in finding her beautiful, we give the true and
sufficient explanation.”

Science and moralily also require idealization. They both g0
beyond the recognition of the partial forms of normal experience to
the construction of something further, and this something is neverthe-
less suggested by and corrected in light of the data. Science constructs
hypotheses 1o organize belief; morality constructs practical ideals to
guide our conduct. Hence science, morality, art, are alike in requiring
idealizalion. They differ in that they hold different ends in view,
namely, truth, goodness, beauty. These three words represent differ-
ent kinds of completions, or organizations. Truth, as established by
science, is an organization of hypotheses and evidence; goodness is
an organization of means and ends. Beauly comes from the organi-
zation of sensory appearances. It will be clear from what has already
been said that this does not preclude an organization in terms-of

—"legiea-l‘epﬁenH»memﬁhm?n-nings%ns-l)rddwin*would'my.—sn‘itmgm
this organization takes place in a sensory medium. In the painting of
our lonely tree, for example, loneliness might be said to be the
organizing principle, though what it organizes is the paint. Idealiza-
tion in aesthelics, means that a sensory medium is so arganized as to
become expressive in just this way.

Of course, there are different sensory media to be organized,
and there will therefore be different specific kinds of organization,
As | have said, a lot of work has been done since Baldwin exploring
the nature of these various possibilities (e.g. Prall, 1967). Baldwin
himsell is not much interested in this guestion; he regards il as an
empirical question exactly what kind of organizalion a particular
medium lends itself 1o, He says:
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The general requirement that any content, in order to become aesthetic,
must be fit to be taken up in the grasps of imagination as a delached
and relatively complete semhblant whole, does notl determine at all the
aclual groups of contents in this mode of experience or that, which do
find themselves most fit. Each of the great types of aesthelic experience
represented by what is called a “fine art” —pictorial, plastic. dramatic,
literary, musical, etc.—should be experimentally investigated, and the
rules of constraclion of the peculiar material .. . thus made out, There
will thus arise a true science of aesthetics, in the sense sugeested by
one of the first advocates of experiment in this field, Fechner. .
(p. 204)

However, in a general way, and belore the science is done, he
can indicate what kinds of organization are aesthetic, becanse
“certain requirements have become historical in aesthetic theory:
variely in unity, harmony, balance. symmelry, proportion, consist-
ency, rhythm, movement within limits .. ." (p. 204). These are the
kinds of formal arrangements that have in the past generally been
found pleasing, and on which expressive qualities are based,

The Development of Aesthetic Experience

In Part II, [ briefly described Baldwin's conception of aesthelic
experience. To recapitulate, he describes aesthelic experience as
experience which is immediate (i.e., finds significance in presented
objects rather than in something more remote), semblant (i.e.. altends
to sensory appearances wilhout further questions aboul reality),
personalized (ie., finds appearances expressive of feelings), and
idealized (i.c., completes the formal tendencies inherent in appizr-

ances). In this section I consider Baldwin's conception of the devel-
opmenl of aesthelic experience.

According lo Baldwin there are three great levels of aesthetic
development, which are related to the movements oceurring in the
development of mind in general. This latter development is discussed
elsewhere in this book, and I can give only the brielest summary
here. However, this summary, and the chart which follows, may
serve the reader as a kind of map of the rest of my discussion.

There are three major levels of mental development in general,
the prelogical, the quasilogical, and the logical. These are related 1o
the three levels ol aesthetic development, thought not in terms of @
precise correspondence. The first level is adualistic in the sense
already described, where the dualism between the self and the not-
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sell, and hence other dualisms, have nol vel arisen. The child at this
level is limited 10 perceptual and memory images, and aesthetin
expuerience is nol yel possible. ‘I'his is hecause semblant eXperience
is nol yel possible, because the child cannot disregard the actual in
order to attend to the semblant. Dualism [and the quasilogical level
af mind in general) begins precisely with this ability. It consists in
the ability 1o separate meanings and objects, and 1o impose one on
the other consciously (but not reflectively). The general name for this
ability is imagination, according to Baldwin, and the activity he calls
make-believe, or play. It represents the first asserlion of the self as
against the world of not-self, and its action tends to be whimsical and
arbitrary. A child may pretend a stick is al one moment a witch and
al the next a horse; in this he is not significantly guided by the actual
character of the stick. For this reason, though play is the first form of
semblant expericnce, Baldwin is not willing to call it aesthetic
experience, strictly speaking. One reason for this is that itis the seed,
not only of aesthelic experience, but also of moral and scientific
experience. Nevertheless, 1 include play in my exposition thal
follows.

The next level of aesthetic experience is also quasilogical, and
occurs as the child begins to pay more attention to the object and to
conceive its inner life in terms guided more closely by its form.
Baldwin’s name for this activity, as we have seen, is idealization, and
it results in spontaneous aesthetic experience.

The last level of aesthetic experience is made possible by the
capacity for reflection. Reflection itsell is made possible by the
interpretation of the sell as the subject of experience, and everything
else as not-sell. This greatly sophisticates the mental life that has
previously occurred; for example, it makes self-critical and synnomic
Judgments possible in all modes of experience. Hence the onset of
the capucity for reflection makes possible Loth the general logical
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phrase postlogical and speak of reflective aesthetic experience as
parallel with the level of Togical imental Jife in general

The: three Jevels of aesthinie copeniepee can b iaonased i
terms of three of the four characteristics already desciibed: person
alization, idealization, and immediacy. All of them are equally cases
of semblance. The following, therefore, is a graphic representation
ol semblance. Table 1, therefore, is a graphic representation of their
relationships.
columns, or its rows. [ have chosen Lo use the columns, and will deal
first with the levels of personalization, then of idealization, and,
finally, of immediacy.

Table 1
Relationship between the Levels of Aesthetic Experiance and the
Levels of Mantal Development

Genaeral Lovel General Loval

of Mental of Aesthetic Levels of Levels of Levels of
Development Development Parsonalization Idealization Immediacy
Prelogical None . = Nawe
Cuaslegical Play ldenuficanon Nawe
Spentaneous aes-  ldentfication Varnous forms Naive
thetic experence recogmized but
not distinguished
Logical (and post- Reflective aos- Reflective «dontifi- Forms of science  Transforming re-
logical} thelue exparience  cation and morabty used sults of judg-
“semblantiy” ments nlo imme.
diate

apprehans.ons

Levels of Personalization: Play and Spontaneous Aesthetic

level of mental life, and the specific level named reflective aesthetic
experience. These two levels are therefore conlemporary as capaci-
ties in the life of an individual. Baldwin, however, because he is most
concerned with the argument for pancalism, does nol speak of them
in this manner but says instead that where the general mental level
is logical, the aesthetic level i postlogical. One reason lor this is
presumably that logical experience is mediate, and aesthetic eXperi-
enee immediate, and the phrase logical aesthetic experience would
not make sense. But this cannot be all, since the use of the word
“reflective”™ in both cases instead of “logical” would make the
relation clearer. In fact, Baldwin is here, in my judgment, being
misled by his system-building ambitions. Therefore. in both the charl
and the exposition that follows, [ have ignored the implications of the

Experience

Young children commonly read feelings into objects, For exam-
ple, they personify dolls, tin soldiers, tools, clouds, and sa on. As
Baldwin says, in one of his rare examples: A stick of wood hecomes
i soldier, and a lamppost a priest!” (p. 160}, Baldwin in fact calls the
form of personalizing at this level personification. Chis is an ordinary
word for what we (including adults) do at times; but it should be
clear that what Baldwin intends here is not a reflective or even a
sell-conscious process. e thinks that children at the carliest lovel
have just begun lo construct a conceplion of the not-sell, nnd of viher
persons, of the location of feelings, emotions, and other human
attributes. On the one hand, when children personify objects in play,
they do know what they are doing in the sense that they are aware of
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the animate/inanimate distinction and are not making mistakes. On
the other hand, they do not have a clear sense of the interior life of
other persons, and the menlality or feeling attributed to objects in
play is arbitrary, discontinuous and stereotyped.

Baldwin distinguishes this from a second form of personalizing,
which he calls identification. Identification requires a more devel-
opedd conception of the interiority of others. To personify, one
ascribes some form of life to the object: to identify, one imagines a
mental life for the object and checks it out against one's own possible
experience. Baldwin puls it thus: “in the one, we sympalhize wilh
the objeet as a persan, and do imilatively what it secems 1o do; in the
other, we take it up into our own life and carry ils impulse forward in
our own™ [p. 174). The point seems to be thal the second is more
articulated and more emotionally involved than the firsl. To personify
a broomstick, one treats it as alive; that is, as any form of life with
any personality, however unlikely. To identify with it one tries to
imagine whalt that personalily is more exactly, and tries out, as it
were, its imagined feeling structure in one's own experience. To tell
how it feels, i.c., 10 know what personality it is, one imaginatively
adopts ils gestures as one's own, and imagines how one would feel in
that situation. Then one reads back into the broomstick the imagined
feelings as its own. There is in this process a kind of double, or
reciprocal, control of experience. One’s construction of the person-
alized object is guided by one's own feeling; at the same time one's
own feeling is guided by the appearance of the object. Each provides
1 sort of check, or test, of the other. Hence, the process is not
arbitrary, it is “serious.” As Baldwin says: "The first departures from
the purity of the play consciousness . .. seem 1o be those which
modily the freedom of the personal motive and with it reduce the
irbitrariness of the selected content . . . (p. 168),
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fictional and that the experience involved is not actually his, but only
vicariously his. He remains aware of this, although he seems unable
to be reflective about the awareness. Reflectiveness, which brings
with it much greater articulation and control, comes only with the
third level of aesthelic development. Very young children, however,
do not seem to identify in this way with fictional characlers, Their
reactions are nol based so closely on the situations or characters in
the fictions, but appear 1o be a good deal more arbitrary, They
respond often to particular details, their attention caught in what
appear 1o be idiosyncratic ways, puided more by whim, c¢hance
association, or memory images than by attention to the fiction as such,
Another way to say this is to say that memory images oflen seem s
important at this stage as presented visual or verbal images, A
consequence is that the awareness is not clearly maintained that the
emotions involved are not actually, but only vicariously, his.

There is a well-known phenomenon in response 1o fictions,
much discussed in the aesthetics of the theater and sometimes called
a loss of distance, in which the maintenance of this awareness is al
issue. Il is where, with strongly emotional and especially threatening
material, we somehow respond emotionally as if no longer to fictions,
but as if to reality; fear felt on behalf of the hero is suddenly felt as
il on behalf of onaself, and so on. Young children can seem genuinely
frightened, for example, at a routine TV crime show. Aestheticians
have sometimes written as if this kind of case is nol uncommon
among adults and have conjured up images of yokels who clamber
onto the stage to save the heroine in distress. This is portraved then
as in some way a mistake or a lack of sophistication. Baldwin's
inlerpretation makes the adull cases implausible, but the voung
children's cases not so much. His scheme allows us o interprel what
is involved as a regression back bevond the first Slage of personali

—Itis not clear, whether in this distinetion-between personifying
i identifying, Baldwin is constrocting technical terms and defini-
ions {is he clear enough lor that?) or elucidating ordinary language
is he too schematic for that?). Nevertheless, he seems lo be describ-
ng familiar enough phenomena. [ may be helpful to give a simple
xample of what Baldwin has in mind. Children of elementary school
#e do seem to identify with figures in stories, films, and TV shows.
hat is to say they experience fimaginatively) the hero's triumphs,
is dangers as their dangers, and so on, They share vicariously his
celings, thatis those feelings that appear o originale in his siluation
nd belong to him. But these feelings, at the same lime, are actually
1t only by the readers, and, if we like to say so, are “read in” by
1em. Normally in this process the child remains aware of the
istinction between reality and art, i.e., that what is happening is

zation, to the point where one does not distinguish whose [eelings
are at issue. Loss of distance, in other words, may be a malter of
cognitive development, having 10 do with the grasp ol a very basic
distinction between the self and the not-self. It is somelhing that
;annot happen when one is operating al the first or the second level
of the development of personalization.

The question arises when we talk about identifying with fic-
tional characters how far this is similar to empathizing with aclual
people. The similarities appear 1o be strong, and the fact is relevant
to the topic of the pedagogical uses of art, especially of literature. It
should be noticed that Baldwin's account of the process of identilving
with aesthelic objecls (i.e., imagining what feeling it has by adopting
its gestures, then reading the results hack into the object) is very
similar to his account of the process of empathizing with people,
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which is discussed in Kohlberg's chapter in this book. In fact, it scems
to be a more general form of the same ability, Now a developed
Capacity to empathize with others is important in moral experience,
both because a knowledge of the frelings of others is necessary for
moral judgments, and, more importantly, because the developing
capacity for taking the perspective of others js thought to be requisite
for the developing capacity for moral judgment. Therefore, one
important question suggested by Baldwin's account is whether em-
pathetic abilities can be fostered best or first through art. It is
plausible that one's abilities to experience vicariously the feelings of
others (actual or fictional) can Le more finely guided and stimulated
by a good novelist than by the less carefully structured interactions
of social life. Many people have been convinced of the moral effects
ol great literature. Here is an interpretation of that conviclion, which,
il correct, would add exposure lo approriate works of art to the
instruments of the moral-development educators.

Comparison with some empirical data

Before passing on to a discussion of the third level of personal-
ization, I would like 1o illustrate the nature of the first two levels with
some examples drawn from research done by myself and colleagues.
This requires a brief explanation of the nature of our research and
its general results. T will Iry to say no more than js necessary for the
purposes of illustration.

For some time we have been discussing a number of paintings
with children and analyzing their opinions and judgments about the
paintings (Parsons et al,, 1979). From the data thus collected we have
identified four levels of aesthelic experience that are distinguishable
with high measures of interjudge reliabilily, This resoarch was nol
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Table 2
Comparison of Baldwin's Levels of Personalization with Relevant
Parts of Parsons’ Canclusions

Baldwin Parsons Level
Piay Personifies object without Ne distinction betwoen sub.
(personitication) close attention to its actual jective and objective bases

character; basis of feeling 1s for fealing: diosyncratic as- 1

arbitrary sociations with details of 1the

work,

Spontansous aes- Identifios with chject, fealing ldentifies with & man char-
thetic experience 15 felt personally, but aware- acter in work, responds n
lidentification) ness mamntained that it is vi- terms of herges and villans, 2

carious, Cannat clearly dis- sentimanial range of feeling

tnguish moral from apsthetic rejects ugly. ronie, intense.

< AN response, ambiguous, tragic

Reflective aosthetic Aware of purpose of art as Emphasis on expressivanass
experionce froflec- expressive; 1s reflective in of art; 1endency 1o dentify
tive identification) seaking for emoticnal sign fi. with artist’s feelings or to fo-

cance of object: clear about Cus on own immediate af- 3

the “semblant” character of fect, ralates theme, form and

the moral and scientific con. leeling togather as projecting

tent of 3 work, a total altitude, but still ra-

jects the ugly and tha tragic.

Biscussion of artist, back.
greund, relevant only as
guide to whal is there; em.
phasis still on axpressive
character, but accepts the
expression of any kind of
feeling, including ugly, pamn-
ful, tragic

think it will emerge that there is 4 remarkably close-fit;-i.e-that-the
data, collecled and organized originally withuut reference o Bald-

M]dim_’s_\mrk,_wlud;—we—dm—not—kn-ow—aﬁ he Time we
began, but was rather modeled as a parallel to Kohlberg's work with
moral judgments. It is loss general, less theoretical, and more
empirical than Baldwin's work. 1 should add that our descriplions of
levels must be regarded as tentalive, since they are based not on
longitudinal data, but on a cross-sectional study of 136 school students
‘rom first through twelve grades. There is certainly a good deal more
‘esearch to be done before they can be taken as firmly established:
some of this is continuing. Nevertheless, it may be of some interest to
1sk how the 1wo schemes match,

The following chart briefly summarizes those of our results that
oincide best with Baldwin's nolion of personalizing, and compares
ur four levels of this with his three. | will call on some of the detail
ummarized in this chart to illustrate Baldwin's levels. As I do this, I

win’s scheme, nevertheless seem to support it, The major excepltion
to this is that Baldwin omits our third level, which containg the
possibility of a relativist view of acsthetic judgments, Anolhoer Wity 1o
say this is to say thal he does not distinguish between onr third and
fourth levels but coalesces the two into his third and last, We found
the distinclion between our third and fourth levels significantin Jarge
part because of the relativist issue; I will return 1o a discussion of
Baldwin and relativism shortly,

Ureturn to the illustration of the character of Baldwin's first two
levels of personalization. We asked questions about (he feelings of
characters in the paintings, of the child, of the arlist and of the
painting considered as a whaole. Baldwin’s first stage of personifica-
tion dees not clearly appear in our transcripts, because we djid not
record conversations with children younger than first grade. How-
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ever, we did assume il was a stage in which the feelings aroused by
the paintings were very much as already describod: soverned by
associations, memories, highly idiosyneratic, not always apparently
relevant to the painting, and not firmly located in either self or in the
painting. I will give an example, from a discussion wilh a Sva-year-
old boy of i reproduction of Currier and Ives" “Preparing for
Market," a rather detailed scene of farm life. He volunteered that he
liked the painting very much, and when asked why, he said it was
because il reminded him of his cowboy hat. There are no cowhoy
hats in the picture and no cowhoys. It seemed that he was reminded
of his hat by the horse in the picture, and that what he was reminded
ol was quite as relevant and important a parl of the experience as
what he actually saw. And in the context it seemed clear that he did
not distinguish hetweaen what he thought of and what he saw: these
were not lwo elements of the experience for him. The pleasure of
thinking about the hat was all one with the pleasure of seeing the
painting, because the thinking was all one with the seeing.

We have many examples of Baldwin's second slage, identifica-
tion. We found children at this stage tend to focus on particular
characters in the painting one ata time and attribule feelings to them,
[n so doing they are guided principally by the general subject matter
rather than by the particular expressiveness of the painting, This
distinction is not ag difficult to make as it mighl seem. In explaining
their interpretations, children at this level did not refer o the way
the painting was done (to the gestures of persons or objects, lo the
use of eolor for expressiveness, elc.); they referred instead to what
the painting was about. Thal is to say, they tend to use slereotypes
about how people feel, and to assume that others have molives and
responses similar to what their own would be. For example, a child's
response _might _run_thus:—This—is—about @ circus; people enjoy

Aesthetic Developmant 415

Q. Is that the main feeling or are there ather feclings?

A, Tthink that's the only one,

Q. What feeling do you gel when you look at this painting?

A, The feeling of hatred, like out to kill, (Girl, 4th grade)

» * -

What kind of feeling would you say is in this painting?

People are having fun,

Whal feeling do you get when vou look at this patinting?

« Like the people in the background are enjoying the show, and the food
that they are caling, (el b gerade)

>0>0

Levels of Personalization: Reflective Aesthetic Experience

According o Baldwin, the thivd level of mental development is
marked by the capacity for reflection. When the self is understond as
the subject of experience, and expericnce as jts object, then experi-
ence itsell becomes available for scrutiny and analysis. One can
describe, distinguish, ponder, question, different aspects of experi-
ence. This makes possible greater clarity aboul the kinds and moltives
of experience, and the nature of different kinds of judgments, It also
brings greater awareness of the limilations and possible biases in
judgments.

The advent of refleclivity is of great importance in all arcas of
development, and nol loast in conneclion with aesthotic experience.
Baldwin's discussion of how it allects personalization is short but
pithy:

There is an identification of the sell with he aesthetic object in all
enjoyment of art; and so far from finding 1his process losing force when
the elements of the self become more rofined and reflective, we find,
on the contriry, 3 new willingnessto-gowith-th thing and submil to
the illusion of wnity with i1, The intent to identify the self with the

watching cireuses—the feeting is one of enjoyment. Qur research in
general substantiated the view that children of this age are dominated
by subject matter, i.e., whal the painting is about, rather than how it
is done. And the mos| important point seems to be this: il asked how
the painting makes them feel, they usually described a feeling
already atiributed 1o & character in the painting, and did not dislin-
guish their own feeling as different or problematic. Two simple
examples:

Q. What kind of feeling would you say is in this painting?
A Hatred.

Q. Why's thar?

Ao Because they are fighting.

movements suggesled by the work of ar becomes o more or less
conscious part of the aesthelic effect. We seek for analogies from life
and mind 10 justify what we leel, and for symbols to make concrele the
meaning of inner control taken over [rom the thing | {p. 191)

The ability 1o reflect on experience bhrings a now understanding
of the purpose and nature of art. Most of the adolescent and many of
the preadolescen! students in our research were cloar aboul the
expressive nature of arl, They had come 1o see it as o matler either of
“expressing feelings,” or as ‘conveying messages,” in vither case
having meanings which would be hard 1o put into words. And, as
Baldwin says, the now understanding was in general welcomed and
the expressiveness of art explored. Art for many of our adolescent
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subjecls was primarily a matter of exploring oneself, by finding out
what range of [eelings appealed to one, and what kinds of emotion
were possible. Getting this expressive function clearer meant also
getling clearer what art is not: abandoning the view, for instance,
that it is a matler of represenling actual appearances faithfully, Most
of the “rules™ guiding judgment previously are discarded, often very
gradually: a wider range of subject matter is acceptable. Some of
these points [ return to under the topic of idealization. for the two
topics cannot always he kept quite separate.

We also identified three Teatures of response at this level thai
pechaps can be seen as corollaries of Baldwin's central point, i.e., the
new awareness of the expressive nature of art. The first is a greater
awareness of complexity and varying nuances of feeling, along wilth
an increased tolerance of, even seeking for, ambiguily of feeling in
both self and painting. The exact characler of one's emotive response
to a painting often was of great interest, and there was acknoy ledge-
ment of the possibility of different responses of different individuals
to the same work, This rests on an awareness of the distinction
belween one's own feeling and that of characters in the painting,
which was missing al the previous level,

The second corollary is an awareness of the importance of the
medium, style, and composilion of the work, in addition to that of the
subject matter per se. There is an awareness that the same subject
may express different sels of feelings, depending on the particular

wayitis treated, and the treatment therefore requires more atlention.

Another way of putting this is to say that for the first lime there is an
ability to distinguish the appeal of the matter represenled from the
appeal of the representation, This allows one to say that the choice of
a beautiful subject, c.g. a beautiful woman, does nol guarantee a
beautiful painting, and, vice versa, that an unappealing subject might
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Whal kinds of feeling are there in the painting?

A, Well, there's like panic and pain, a lot of confusion. You can see it, in

this painting, like you have to use your imagination, and 1 guess that's

good. 1 don't know, though, I think myself I like pictures that are lifelike,
that you can—Dbul this is goad though, [ can see that, You have to use
your imagination to see feelings.

Whal do you mean by lifelike?

Well, T like things that look like a tree and things that look like

persen .,

Do you think this would be better if it were more realislic?

Well, not necessarily. Like, nol for this lype of painting. Well, in this

painting what's importani is, he gets his idea across and yvon onderstand

whal's going on, like the pain and the sulfering and evervibiag thal gaes
along witl o bombing. He doesn’t need to hive everything drawn on)
perfect and identical 1o whal the real thing looks like.

You'd say there are strong feelings in the painting?

Ao Yeah, [ imagine that,—well, it seems like the artist knew whint he was
painting about, He was actually, like, in a bombing, or his family ar
close friends of his got killed in 2 bombing . .,

Q. How would you rate the painling?

A Well, yeah, | like it. I imagine it's— well, it's not so important how [ feel

about it hecause I'm sure that artist was really happy with his waork,

And, well, it makes you think.

Why isn't il important how you fee] about i1?

Well, it's just that when an artist is painting a picture, he shonld jusl

mostly be doing it just because he likes to; it's just like an outlet, like he

wanls 1o get it out of his system. And when vou look al il vou have 1o

think and use vour imagination. It gels vou fo thinking about how ir's

like. It's like everybody can see this picture and they can see differen
things in it. Not like in a nature scene that's painted perfectly—in this
everyone sees il differently and they can think of their GWN expericnces

and it lets the person use their own imaginalion . . .

O >0

>0

I think it can be seen that the reference to the artist's leelings or
intentions can easily lead one into a kind of relativism. One could
say, for instance, that if the artist gol his [eelings “out-uf-his system™

nevertheless e used inan appealing painting,

The third point is an awareness that the artist had choices in the
creation of the painting, because s/he was nol simply capluring the
appearances of some object, His/hoer conceplions, feelings, or inten-
tions therefore become of some interest, and many of our adolescent
subjects lastened on this as a way of discussing the painting in
generil. For some, the artist's intentions were used as a criterion for
deciding the significance of @ painting or the rightness of different
interpretations,

These points are taken from the results of our research, but are
suggested by Baldwin's brief remarks, A great deal more detail could
be offered. but 1 will content mysell with one example that illustrates
whal [ have said. It is from a discussion of Picassa's “Guernica” with
a 16-vear-old hoy.

itis a good work of art, or if he gol his message across, or carried out
his inlenlions. Usually our subjects (as in the preceding extract)
would go on lo conclude that their own response was, therelore,
irrelevant, because at best only the artist could tell whether this
crilerion had been met. There is in the philosophy of criticism a
famous discussion of the issues, whether the artist’s intentions are
relevant to either interpretation or evaluation of works of art, and
whether they are accessible to inyone but the artist (Wimsatl &
Beardsley, 1946; see also Beardsley, 1958). A summary of the discus-
sion would be too long here, but it seems thal the artist's feelings or
intentions can be relevant only if they are somehow determinable
via the work of art, and not only via private knowledge. The important
point here, I think, is that, for adolescents, to discuss the artist's
intentions is to be templed (at least) to relativist views.
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An allernative roule to relativism, which is simply the obverse
of the above, and which we also observed, is to assert that only the
viewer's response is relevant. If there are two interpretalions or
judgments, then both are equally valid, each for the respective
viewers, Our research convinces us that relativism of these naive
sorts is unquestionahly a temptation, and often an actuality, at this
level. )

The topic is important because the possibility of relativism with
respect to aesthetic judgments does nol arise in Baldwin's discussion.
tle is philosophically against all forms of relativism and emotivism,
and, as [ have pointed out, regards aesthetic judgments as synnomic
or ohjective in character, 1o thinks, as we do, that al the last level,
there is an appeal in support of judgmenis to the publicly available
[eatures of the ohject, ie., 1o whalever is apprehended as open for
any one o see, if they are in the right circumstances, etc. [ is not that
one’s own experience of the object is discounted as evidence at this
level; quite the contrary, for it is the only final arbiter of judgments
(the same is rue of science and morality]. It is rather thal the
distinction is finally clear within experience itself between those
elements that are idiosyneratic (personal assnciations, memories)
and those that are relevant responses to actual features of the objects,
These actal Tealures include, of course, such things as the appear-
ance of loneliness of the Iree or ol panic and pain in Picasso's
“Guernica.”

We did not get dat clearly belonging 10 this last level in our
research, both because we did not interview persons beyond 121h
srade and because at that time our questions did not attain the
precision necessary to be sure of the distinclions. There is a sense, in
any case, in which the mapping of this lasi level is the traditional

cuncern of the philusophy.of GrHicism, since one would oxpec critics

bt . s e A T
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Levels of Idealization: Play and Spontaneous Aesthetic Experience

The first level, called play by Baldwin, is controlled as much by
association as by perception, attention is not (according to him|
characterized by idealizalion, because it is not clearly focused on the
appearance of the object, and hence there is no sense of form
emerging from that appearance, Play is arbitrary, disjointed, idiosyn-
cratic. As Baldwin says: “Any old thing will do 1o play with, and any
old purpose may be played out upon it” [p. 171). Furthermore, “in
play the situation may be developed and extended ud libitum os long
as the impulse 1o play conlinues. The dramatization may run out in
this direction or that, knowing no limitation or rule, and seeming 1o
have no ideal, no growing form" (p. 201).

Because il is not idealized, Baldwin chose not o regard play as
a stage of aesthetic experience al all. He chose to call it a precursor,
bul not an early form, of aesthetic experience. This is an intelligible
decision in light of what has been said, but it seems 1o me an
unfortunate one. Any developmental scheme must raise the question:
At what point does experience hecome aesthelic, or moral, elc.? This
queslion is largely a question of choice rather than of fact, because it
is really the question: At what point shall we choose 1o ¢all eXpOri-
ence aesthetic, moral, ctc? And it scems 1o me that, given any scheme
of continuities and discontinuities such as we find in Baldwin or
Kohlberg, it is belter, because more generous, to choose nol to say the
young child is unaesthetic or nonmoral. [ would rather say that from
the beginning, though in a limited way, the child is a citizen of the
realm of aesthetics, in thal objects do have from the beginning an
appeal by virtue of their appearances.

The beginning of idealization transforms play into spontaneous

2 mﬁc_cxpurienee.—aﬁ:emﬁng—m—thﬂrhvm.—fﬁmngs principles ol

Ju—hwmaqﬂﬁﬁﬁnmi_nrrﬂn‘iﬂ aesthelic experience, We rely,
therefore al leas lemporarily, on the results of such work as
Beardsley's (1058),

The parallel with Kohlberg's account of the development of
noral judgment is striking in conneclion with this topic of relativism.,
Chere is in both a level al which people use rules for judgment, and
point al which they move beyond them. In confronting the inade-
juacy of the rules, they confront also the possibility of relativism,
vhich sometimes does and sometimes does not become overtly
rticulated. Nevertheless, there is o final movement beyond this to a
ecognition of some kind of principle, in our case, 10 the principle
Htevidence relates to features of the work which anvone could see,
. ele, Baldwin's account, 1o repeat, collapses these two levels into
ne,

relevance, tests that can be made, the possibility of making judg-
menls. Spontancous aesthetic experience is more serious, beciuse
there is a sense of fittingness, and the freedom of caprice disnppears.

The consequence is that the first effects of idealization are
described by Baldwin largely as restraints. Play, in its movement
from reality, creales freedom from reality; idealization brings it back
for testing. That is 10 say, the meaning created by the imaginalion is
now referred back to the natural world. This is another wiy of saying
there is a closer allention to 1he character of actual objects. This
“experimental meaning” is the origin of scientific experiment and
moral concern, as well as of aesthetic judgment. It follows thal
idealization is possible only when the individual has reached @
dualistic stage in his/her general cognitive development (i.e., has
achieved some version of the distinction between self and not-self) .
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hecause it entails this abilily to test ideas, i.e., lo compare some
symbolic or imaginative creation with the nalural world. Baldwin
does not discuss just which version of dualistic experience is neces-
sary, excepl, of course, that the individual has not vet achieved the
“reflective” distinclion between subject and object. Hence, the stage
of sponlancous aesthelic experience must be understood to span a
rather long period.

In his discussion of the restraints that the “testing” of idealiza-
tion brings with it, Baldwin does not deal with the organization of the
sensory medium as such; i.e., with what might be called formal
aesthetic concerns, such as symmetry, balance, contrast, etc. This is
also true of his discussion of the reflective level of idealization, and
[ will discuss the point in that connection, Meantime, what he does
focus on are the tests of truth and morality, which he asserts are both
present in aesthetic experience. They are not actually employed, but
are experienced as if employed, as semblant tests. There is, he says,
“when play gives place to art, the assumption of the common
verification, as if il were secured.” The full passage reads:

I may play as I plense, only my whim setting limits lo my freedom;
may see hob-goblins in my lobacco smoke, and ask vou lo play with me
thal they are there. But I cannot . . . call anything I please beautiful. To
do so, we must distinguish the shapes of hob-goblins, and reach some
sort of agreement as to their beauty. This agreement is not that reached
-« - through experimental tests . . .'but the semblance of such lesting is
present. I must at least be willing 1o appeal lo you, suggesling, if not
requiring, that you agree with me in the resull of my idealization . ., .
there is, when play gives place to art, the assumplion of common
verification, as if it were secured. (p. 171)

I shall try 1o illustrate what he means. As a brief summary, |
give a comparison chart of levels of idealization, similar to that of
personalizing, . :

First, Fwill speak-of the testof 1ruth. Together wilh the tendency
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Table 3
Compatison of Baldwin's Levals of Idealization with Relavant
Parts of Parsons’ Conclusions

Baldwin Parsons
Play No idealization: response is The appeal of the art object 15 lo-
whimsical and idiosyneratic: cated in an egocentrically closa self-
no possibility of judgment, object relation— 1@, that of Nking it

(“my favorite”). Henca there 5 No
distinction between hxing and judg
ing. No distinction between SULEGE
and “treatment”; arl not cloarly i
tinguished lrom other objects; hie
sense of form. unity or theme,

Spontaneous aesthetic Possibility of objective judy- Appeal 1s concewed as the savsfac-
exporience {idealiza- ment through us of tests of ton of (olten unarticulated) rules
tion) truth and merality. “Sem- such as
blant” character 1If tests not 1tis skilifully mada, it cequired bard
brought 1o reflection work, 1L is well arranged 1 18 realis-

bc, 1t s appropriate aosthetic sub-
1ect, conventional view of what sub
Jects are suitable for art; hitle sense
of character of medium

Reflective aesthetic Aeflective awarenass of Crtena daterminad i torms aither,

sxpenience (refloctive "semblant” character of tastis of arust’s itentions or of vigwar's

idealization) allows dropping nappro- feelings; possibility of relativism
priate rules. such as realism values onginality. strong feeling |dis-

tnguishes aestheuc from mara!
judgments); aware of alternative
styles and lormal approaches,
speaks ol genres, kinds; aware cf
medium and its characier, distin.
Quishes appeal of subject matter
from-beauty of trearmisig, telates
PRSI0 Whole, and style and forin

for children at this level to focus on subject matter, and to ignore the
medium and its peculiarities, goes a growing demand for realistic
presentation, at least in American culture, Increasingly in the ele-
mentary school years, paintings are judged in terms of how well they
represent the appearance of objects in the world, i.c., how realistic
or accurate they are in presenting their subject matter. This is a kind
of truth test, i.c., truth with respect to the facts of appearances; and
requires the abilily to make an implicit comparison of the painting
with its subject in reality. It demonstrates, too, a degree of decenter-
ing, i.e., an increased ability to consider the appearance of paintings
and objects as others would see them.

Our research is full of examples of this, and we were able o
distinguish two sublevels. First a child will ask that things “look

to theme.

Judgment based on qualines ol tha
work that are in principle pubhe ang
ére based on perceplual ¢r inten.
tienal aspects of i1, cntena formu.
lated in terms of work iseil, open to
revision through tiscussion and tnal:
strong emphasis on form end com-
plex quahties; sSubjact matter related
1o this; any subject could be suil-
able for art, depending on traat-
ment
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real,” or as they are “supposed lo," that they are readily identifiable
and comprehended, and tha) they do not dely what everyone knows
e he the case. We called this schematic realism. It changes slowly
nto the next substage, which we called photographic realism. In this
Latter the test is more precise: that what is represented be the visual
appearance of objects, rather than just what everyone knows about
theme This can be illustrated from discussions of Picasso's “Weeping
Woman.” The vounger children objected 1o 1he placement of lwo
ves on e side of the face, and the Tael that the eyes looked like
‘hoats.” Yot they did not object 1o the hands, which, though consid-
erihly contorted, have five fingers, and on each a fingernail, Some
would count the fingers to make sure {the first one counted wrong):

‘o Is this the way von'd expect a painting of a weeping woman to he
d )

pranted?
A Nao.

o Why note i ;

Vo When someone cries thal's not how he tooks. The other eve is supposed
tn he over here, not there, X .

3 What do you think the artist should have done differently?

Voo Putthe eve over here, pul another finger on that hand, (Boy, 2nd grade)

3o What about the eyes? ,

Y They're weird and they shouldnt hoth be on the sume side,

What about the hands?

They're okay.

De vou think the artist should have done them any differently?

No, they're nkiy, [Boy, 2nd grade)

A Yo Do

Older students began to object to the hands as wel), Although
he hands had five fingers and lingernails, they weren't cnough like
real™ hands {i.e., woeren't photographically correct):

—r a8
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A Yeah, because their faces, they loak real. They've pot slading in then
and he knows how 1o drinw Faces al boddios well, (Gl 7l praede)
Similarly, the ¢hiof criterion of color hecomes Hs appropriate-
ness. Barlier, children like colorfulness for its own sitke, choose
bright, strong colors, and think, in effect, the more colors the hener,
However, in this Quasilogical stage, realism of color hecomoes more
important. To the auestion, "What makes those colors good? Ivpical
responses are:
Canse there's dows that color and dresses that color,
Cause when vou laok at a reat person like thay you think thar's what iy
would look like.
Well, vou know, irs Jjust like if it wasn' Painting it wouly) really Took
like that,

Similarly, the conception of arlistic ability, what it takes (o paint
a good painting, covers such items as manual skil), perseverance in
gelling it right, patience, hard work, Time is also requently men-
tioned. It is assumed that he harder a painting is 10 do, the hetter §
is. This amounts 1o admiration for craftsmanship, which has oflen
been theught 1o be the beginning of acsthetic appreciation,
Q. Why would this painting he hard?
A They'd have 1o ry really hard 10 get the drawing right and it night take
amonth 1o draw one thing. [Girl, ath grade)

Q. What does it take 10 paint a painting like this?

Al It takes lime and you really have to work at it (MBoy. 2ndd prade)

Q. Which da vou think would he thye hirdios piinting 1o paing?

A The lirs) (Renoir) hecause it would he hirrd to get the colors in it and i
has a lot of depails, [Crirl, 6ith pradde)

Q. _Would the Roneir be-harderoragsior thiin the Klep?

LW hat o thohamds?

Vo Thev're weird

2 s there anything he should have done differently?
Made the hands look like roal hamls,

(Gird, Gih gradde)

P What abont how he made the hands? : P
v The fingers are weird eause they don't po like o real hand. [Girl, Gth
rrinle )

hese criteria of realism are refained al more articulate levels (in
tscussing) Bellow's “Firpo and Dempsey:

' Would vou say that von like this painting or von don't like this patinling?
I like this one i Lot beeanse Llike bosing, ane 1 like the wity they made
these guvs, showing their museles so it looks veal.

AT PR RO N et e

A. Harder because it has more things in it and ity real. (Buy, Sth grade)

These cases illustrate Baldwin's contention that during the slapn
of spontancous aesthetic experience judgments about truth ape in
integral part of the response. They are, however, used only sem.
blantly. Judgments are made abou) representations as if they wore
reality, hut the child remains quite aware tha) they are not reality,
The spontancous aesthetic expericnce is nol adelusion, orillusion. Iy
is always experience of something “as if," and although the child
focuses on (he object represented and noton the medium, he remains
aware that it is a representation. A good illusiration is the facl that
most children have no difficulties with fantasy, such as is found inTV
animalion ar in comic hook heroes and monsiors, There is often o
curious mixture of the demand for realism wilh the acceplance of 1he

fantastic that T do no! know how 1o describe in general. For examplo,
| A PR I ) o WA
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figure Hulk is drawn, and found no demur over his wildly unrealistic
characteristics. Baldwin himself speaks of “hobgoblins,” aboul which
nevertheless agreement can ho soughl,

On the other hand, although there is a sure awareness ol the
semblant character of these tosts, the awareness is nol a reflective
but a spontancous one. This means that the criteria being applied
(e, realistic appearance) do not seem 1o he reflectively chosen;
there is no thought that they need 1o be justified, but are taken as
olwious. Moreover, though the judgment is taken 1o be one that others
would agree with—and hence is “objeclive”—it is nol considered so
mich a matler of individual judgment as of common acceplance,
There is frequently Telt to be no need 1o give reasons, hecause hoth
the Tacts and the criteria can be taken fop granted. Also, the kinds of
critervia Tor dilferent kinds of judgments are not distinguished, For
example, scientific illustrations are judged in the same way that art
drawings are judged. The scientific, the maral, and the aesthelic are
not clearly distinguished as concerns, and so aesthelic judgments wil
he hased on a mixture, or confusion. of different kinds of reasons,
Getting clear about these differencos requires raising them to reflec-
tion, and therefare, waits until the next level of aesthetic experience,

These remarks apply also to the other kind of tost incorporated
inlo spontaneous aesthetic experience—the priclical or moral. The
maral opinions of the child al this level are often the basis of
judgments made within aesthetic experience, and constilute restric-
tions on what can be accepted aesthetically, This is most obviousin
connection with nacrative in literature and film. There is a demand
for “gondies and baddies”, i.c.. a clear delincalion between the
heroes and the villaing in moral terms. Moral ambiguily, especially
on the part of the hero, is not well received. In addition, the demands
for stereotyping go beyond the moral into a penumbra ol personal
atlractiveness hic p i isti ishe
children's narrative heroes are usually good-looking, or strong, or
unusually hrave, or clever in some wary, often in combination, The
chief alternative to this is where the hero is a colorless characler,
designed largely for easy identification on the part of the reader: a
kood example would be Jim in Treasure Istand. '

These points, with respect (o moral judgments, can also be
Hustrated from our research on children's responses to paintings,
Again, we Tound two substages of what Baldwin has in mind. In the
first, the child takes it for granted that paintings should be about
pleasant and interesting things, and should avoid unpleasaniness of
all kinds. Concepts of pleasantness and unpleasantness are highly
stereotyped, For example:
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Q. Isthis a good 1hing to paint a painting abiout?
A, Not that goad.
Q. Whal do vou think artists should paint abant?

A, The ocean and trees and prety things, [Boy, Znd grade)

Q. Is this the kind of thing yon'd expect an arlist to paint abougl?

A. No, cause | sometimes look at sad paintings and I get tears in my ovoes,
and 1 just want things to come out all right, 1 don't ke sad things,

Q. Isitgood to paint ahon: things that are sad?

A, No, I like paintings 1o he nice and not abant sad things. (Hov, Sed pradae)

Al the sccond substage, the range of subject thought suitalle
expands to include sad, nostalgic, and unpleasant matlers, However,
violent, eruel, or tragic themes are sl rejected, For eximple:

Q. Isthis a goud thing 1o paint abont, o pirkand o dog?

A, Yeah.

Q. Why?

A, Cause, [ like animals.

Q. s good to paint ahout animals?

A. Yeah.

Q. Whal if this were a sad painting about an animal, like a dog wis ot or
something had had happened 1o him? Would trat he o good thing 1o
paint aboul?

A, Yeah, cause it would show 1hat dogs gel hurl—it wonld show that

animals pet hur,

Q. Whatif i1 were about samething mean, like someone being mean to an
animal?

A. 1 wouldn't like that,

Q. Would that be a zood thing to paint about?

A, Tdon't think so. (Boy. 5th grade)

Q. Is hoxing the kind of subject that vou wounld expect people o painl
aboul?

A, No, because it's portraying violence and I don't think miny peaple like
that, % NTE

Q. Is this the kind of thing you'd expect an artist to paint abom?

A. Sortof, but not this way, becanse people don't like o look at i, Thisis o
sad picture, they look at it, nol as something lo relate to hut they look a
the parts all mangled, and people don't want 1o look at that, When pitrls
of the body are missing people dan'l like to keep that in their mind. Most
war pictures are painted aboul people who have just been shot and are
laying on the ground, bt this pitinting has people all in different picees
and il's not how maest war paintings would be painled.

{Boy, th grade)

Levels of Idealization: Reflective Aesthetic Judgment

As we have already scen, the last level begins when the
individual understands the self as the subject of ils experience, and
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experience thereby becomes the object about which the subject can
reflect. Previously one had been able 1o think aboul things and
problems; now one can think about experience ilself, and the
concepts, feelings, and judgments which are part of il. Hence, one
can become mare aware of the differences between kinds of judg-
ments, and the eriteria that are relevant to them, One main resull of
this reflectivily is a release from the restrictions that the previous
level imposed,

At the spontancons level, judgments of trath and mural worth
were incorporated into aesthelic judgments unreflectively, and the
effect was resirictive, For example, clementary school children
constructed a number of roles for judement, including the rule of
realism and rejected art works that did not conlform. Similarly, they
rejecled certain subject matlers on moral grounds, The new aware-
ness of kinds of judgments means that these resivictions can he
drapped where they are ircelevant, and there can be much more
flexibility about eriteria of excellence.

To illustrate, in our rescarch we found a level where the
demand for realism was dropped, excepl in cases where a painling
seemed o require it Otherwise, there was acceplance ol various
degrees of abstraction and distortion. There was a much greater
awareness of a variety of styles of painting, of intentions of the arlist,
and of passible responses of the viewer. It was not that the idea of a
“lest Tor tenth™ was dropped; it was rather that the ralidity of
multiple possible sets of criteria was acknowledged, and the question
often became how to determine which set of criteria 1o apply, Some
responses to Picasso's “"Guernica™ that seem 1o illustrate this devel-
opmaent ire;

Q. Would this he o hotior painting if 11 were more realistic?
A Lthink itis hetter the way itis, abstracl, or oven muore s, inaoway, This
redates to the total confusion of the sHbation. (Boy.12th grade)
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apprehended as qualilies of the work itself. Several of our older

subjects, for example, responded 1o the felt quality of moral outrage

at modern war in Picasso's “Guernica,” though they did not always
express this well. Their comments certainly contrast with the carlier
rejection ol the painting because ils subject was unpleasant:

Q. Duo you like this painting?

A, Dlike it becanse wars are somelimes necessary, [ think there are other
witys lo solve things, [ think since | was born | can remember war going
an with one countey or another and itis o Tactand | would by i1 hecanse
itrepresents il and the peaple. [Civl, 12t grade)

Q. Is war the kind of subject that von would expect peaple to paint aboaut?

A, 1 think war is a real lile situation, wir is one of the Larest ovents in
history. When they write aboul history books, one of the main things is
war, which tells a ot about the whole waorld sitsation. 1's not necessarily
a good topic but one thal many artists would be concerned with.
{Boy, 12th geade)

Q. Is this the kind of thing youw'd expect an artist to paint alione?

Q. Yeah, Tor sumeone who has lived through an expericnce. 1 wonldn'

expect somenne who has cread about it bul for someane who was in the
town and for him to come ont and to paint something like this, | wonldn't
think him off his rocker because in an abstract way it's captured all the
feelings and expressions and things that went onin thil lime,

(Bov, 111h grade)

Another way of describing this change is to say that, hecause
the nature of scientific and moral judgments is clearer, these judg-
ments can be more casily distinguished from aesthetic judgments,
Art comes to be seen as having its own purposes and concerns, This
is no longer information giving nor edification, hut the expression of
emolion. Hence a much wider emotional range is acceplable. Various
kinds of doubts and insufficiencies are allowed in one's heroes, and
tragedy-is-possibles Similarly, there is greator openmness o the art ol

Q. Would this he a better painting if it were more realistic?

Ao Nocbdon't think so. I he's tryving to show his foelings and if this is whal
las Teelings are then this is the way the painting shonld he,
[Grel, 100h grade)

Bhotel
=i

Would this be a better painting if it were more realistic?

[dun’t think so, hecange phatographs will captuee action st | think the
artistried to go inside of the action, amd 1 ihink o simple photograph or
reproducing it on a painting just eeduces the effeet of what this tries 1o
to. (Boy, 12th grada)

The same thing is trne of judpgments of moral worth. They are
dropped from aesthetic experience where they are inappropriate,
Where they are not, they are nnderstood as semblant jndgments and

other cultures and traditions, since one no longer confuses appreci-
ating a work with an acceptance of whatever doctrines or altitadoes it
contains, as aclually teae or worthwhile,

One rather obvious omission in Baldwin's discussion of this
level must be mentioned: the greater interest in the arl form itsell,
understood as o sensory medium that can be worked with, Baldwin,
as we have seen, stresses the ideational and Teelingl aspects of
organization in aesthetic objects, and the clarity vegarding them that
reflection brings. But the most basic and obvious sense of arganization
in the arls refers to the medium, the physical stuff the chject is made
from. In this connection too, we found a change. The medinm is no
longer “transparent,” 1o he looked through in search of the subject
malter. It is now understood as the proper focus of attention, A
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painting of a cabbage can be ag significant as that of o king, and the
difference is understond to bo largely in the treatment of the medium.
There is more interest in purely sensory malters; for example, colors
are no longer stereotyped under their class names as reds, hlues,
browns, and so on, Textures are attended 1o; questions of arrange-
ment are rvaised and alternative possibilities pondered. There is
awiareness of different styles, and o style comes to be seen as itself an
achievement. There is a fascination with the question of what can be
done with various media and an interest in experimenting with
lechniques. The result is greater atlention to the actual individual
character of the particular surfuce of the aesthetic object, and this
change would loom targe in a purely descriptive account of this las
level,

The reason thal Baldwin ignores this aspecl of idealization is
presumably that his interest, in Thought und Things and in Genetic
Theory of Reality, is primarily 1o argue the case [or pancalism, Hence
he spends his time discussing the “logical and sentimental” judg-
ments thal get incorporated inlo the organizalion of aesthetic objects,
Bul there is nothing in his discussion that prohibits the addition of
this part of the development of idealization,

Levels of Immediacy

There may still be a question, however, regarding the notion of
immediacy, which the reader will remember is Baldwin's fourth and
last defining characteristic of the aesthetic. How can logical and
prachical judgments be incorporated inlo sesthetic experience? Judg-
ments, Baldwin has said, are necessarily affairs of mediation: the
aesthetic is necessarily immediale, Is there a contradiction here?
Putting it another way, when the self-consciously judgmental level of
reflection is reached, why is aestheticoxperience not-lof behind, as
Jdsar L e o s Tty ranswer s thal jusl as
from immediate expericnce lo
mediated, so one can rehaen (rom mediated experience to immediate,
Fher return, however, is richer than the departure, because it can
incorporate the judgments achicved in the sccond phase, The phe-
nomenon is neither mysterions nor nnusual. To give an oversimpli-
fied example suppose one pirks al night in an empty parking lol
behind a rundown hotel in the middle of Denver, as I did recently,
One might he strnck by the emptiness, the strange light, the silence.,
This is aninitial, refatively unreflected upon, immediate experience.
Then one looks around and makes some judgments: there are few
cars, althongh i1 is o parking lot; the insufficient electric lighting
creates the strange light: the charactor of o lotlike this is determined

i

ane can, in any sitisttion, move
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by the economic conditions of poverty. These are discursive mediated
proposilions that make connections and lead atlention from one item
to another. Then uné can move back 1o an immediate apprehension
of the parking lot at night, to savor again its peculiar quality: s
strong sense of loneliness, of being an alien, inhospitable terrain.
This quality is again had immedialely, withoul intervention of
judgments, but this lime more richly because of the context of
judgments. The judgments can he retained nol as discursive items of
information, but as ingredient in the qualities appearing. The ligh
looks like poor elociric lighting; the area iooks poor and socially
deteriorated. Then these are no longer only items one knows but
qualilies one sees.

The example is a commonplace one, meant to make the point
that this sort of thing happens all the time, Dewey called i1 the
funding of immediale experience. The difliculty with the example is
nol so much its triviality, as thal il scems to suggest that there is an
initial immediate experience which is unfunded. This is never teae,
just because it is happening all the time, Even our simplest puereep.-
tions include a funding by previous judgments; for example, a stune
looks heavy because we have expericnced heavy objects before, Wo
could say experience is never logically immediate, though it olten is
s0 phenomenally.

Baldwin is concerned with this feature of experience, hecanse
ol his interest in the role of scientific and moral judgments in the
reflective stage of aesthetic experience. He concludes that aesthotie
experience can ingest judgments of all kinds 1o il own benefit and
without losing its immediacy. Two kinds of art that conld he nsedd Lo
illustrate his point are science fiction and religious poetry. In science
liction it is important that the situations be convincing: althongh they
are explicitly notin the real world, ey st al deast seem ta bie i

ssiblo Aevhry—kindsotfovort oo tanon o judgment may
Lo into wriling such a novel, or reading it: they will be relevant 1o an
appreciation where they can fund experience. Thal is 1o sav, they
will be helpful whore they produce an immediate sense ha the
situation is scientifically possible. Scientific judgments then work to
enhance the aesthelic object. 11 follows that the thenries and calen-
lations in such a novel do not have 1o e scientilically sound: they
hawve only to appear to be so.

The same holds true of religious poetry. [Lmay help aesthetically
to make judgments soncerning the poet’s aclual devoutness, or his
religious orthodoxy; bul it helps only if these judgments fund subse-
quent experience of the poem such that they make the pociry appear
more devoul. But, since it is only the appearance of devoniness that
maltters, such inquiries are not strictly necessary; the actual devout-
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ness of the poct is not an aesthetic concern. Nor does the reader have
lo share the religious convictions of the poet in order to enjoy the
poctry, as some have thought. For, 1n repealt, the actual truth or worth
of the feelings expressed are not at issue, although the poem makes
itappear so,

Another way—Baldwin's way—of saying this is to say that the
indgment of scientific possibility, or of religious devoutness, as with
the carlier judgments in the Denver car park, are laken semblantly,
that is, as appearances, For anything that is immediate is necessarily
semblant, and vice versa,

In terms of levels of immediacy, then, we may say that all levels
of acsthetic experience are immediate. But at the refloctive level, il
ts richer because it is funded with more judgments, and those
dements are themselves more articulated and differentiated, Ilis
also clearer, because the results of reflection are retained wilhout
destroying the immediacy. With this account of the richness and
clarity of immediacy at the reflective level, we come [ull circle to
Baldwin’s notion ol pancalism, because, of course, it is jusl these
characters that lead him to elaim for aesthelic experience the most
comprehensive grasp of reality,

1V

Let us close with a few words summarizing the main achieve-
ments of Baldwin's work in the area of acsthetic development and its
chief limilations.

First, and most importantly, he manages to conceive in a
relevant and fraitful way a general scheme for the aesthelic devel-
opment ol the individual, He does this by focusing on aesthetic
expertence;which-his-knowlodgor of the philosophical tradition in
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aesthetic development are integrated into his general theory of the
development of mind. The stages through which he belicves (he
aesthelic experience of an individual passes are derived from hoth
his observations of individuals (though he did not collect data
systematically) and deduction from his general theory, Specifically,
they are deduced from the levels of the development of the under-
standing of self, first the adualistic level, then the dualistic but not
reflective level, lastly the dualistic and reflective level. There are no
currently many candidates for the role of a theory which can
integrate or relale together the various strands of cognilive devnl-
opment, Baldwin's success in establishing a relationship hetween
slages ol aesthetic experience and stages in the understanding ol sell
lends further plausibility to the claim of his general theary ta he
integrative in a fashion much to he desired.

The third achievement is that Baldwin's account containg o fair
amount of detail as to the character of the particalar stages, and that
what he says is not inconsistent with the data tha have been collected
since his time. One could even say that these data, such as they are,
support his more general formulations. Beyond this, and perhaps
more importantly, his work is detailed enough 1o serve as a guide 1o
further empirical investigation, On the basis of his work, various
specific hypotheses concerning the experience of particular arts
could be derived and subjected 1o empirical test. This derivition
would no doubt require some imagination on the part of the re-
searcher if it is o be specific enough, but Baldwin's work abounds
with suggestions. It could well sorve as a springboard for further
empirical work pursuing the aesthelic development of individuals,
and it is to be hoped that it will do so.

As for the major limitations, three have been mentioned. The
firsLis rather general-and-hasto-do-with-the brevine and difficuliv ol

desthelics enables him o consirue appropriately. This focus allows
him to pick ont Tor attention the developmental thread that most
malters in conneclion with the arts, i.e., what is aesthetic. In so doing
it brings together the creative, appreciative, and judgmental activi-
ties, and also generalizes across the various art forms. The selection
al this focus is of fundamental importance in his work, and it scems
thal its significance has not been fully digested by the cognitive devel-
opmental movement since his time, The act thal no one since his
time has come up with a usable alternative cognitive developmental
stheme in the area of the arts and the aesthetic is a withess 1o this. In
short, Baldwin helps us conceive a way to fill an obvious lacuna in
the scope of cognitive-developmental theories,

A second achievement is the way in which his notions aof

Batdhwin's—prosenttionHis wriling js olten (ortuous and it is not
always casy to figure out his intentions. He mixes technical and
ordinary language without warning, Maoreover, he does not take core
to clarify concepts and does not use examples. Finally, his vorahuliry
is often very abstract; and he is allusive, His manner of writing
makes it somewhat difficull for psyehologists 1o use his ideas casily,
A second point is not unrelated. Baldwin has many differen
concerns in mind as he writes, and his attempt to discuss a number of
different kinds of relationships as he goes results in a complex
organization. Nowhere does he presenl as a separate slory his
account of the development of aesthelic experience, though it would
seem very desirable to do so. In his work, this story is related Lo al
least three other concerns: the parallels with scientific and morai
development, the connections wilh the development of the self, and

.
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the argument for pancalism. This latter is the dominant purpose of
Thought end Things and Genetic Theory of Reality as explained at
the beginning of this discussion, The lopic is unquestionably impor-
tant, but, whalever its merits, ils presence is nol helpful to psycholo-
vists interested in the lesser question concerning the development of
aesthelic experience,

Last, there are al least lwo omissions in Baldwin's account
which & mare empirvically orientod approach reveals. Baldwin does
not discuss the points at which the character and qualities of the
medinm itsell become significant in aesthetic experience, and the
srowing importance of Tormal arrangements of the clements of the
medium. This is such an important aspect of malure aesthelic
experience that its developmental history cannol reasonably be
ignored. The other omission is of relativism with respect lo aesthetic
jndgments. Relativism is more commaon in conneclion with aesthelic
thien with moral judgments, and there are probably psychological (as
well as enllural) reasons for this, having to do with the dominant role
of feelings as reasons for judgments. | agree with Baldwin that it is
not the end-point of development (otherwise, [ have argued, we could
not properly speak of cognitive development in this conneclion). But
it seems too common and loo important to be ignored in a develop-
mental account.

Of course, these deficiencies are minor compared with the
achievements, The omissions mentioned are probably due to Bald-
win's concern with the argument for pancalism and this concern
iltustrates what seems 1o be his dominant and most fruitful charac-
teristics, when compared with contemporary psychology: the enor-
mous reach of his ambition, the wide range of his knowledge and
concerns, and the constant interplay between psyvchological and
philasophical considerations in his work, 1t seems as if these charac-
teristics-woerenecessary-ifa-thearyof aesthetic development was fo
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