
Chapter One - Introduction

Statement of the problem
The fragmented, single-disciplinary, structure of our curricula and our educational institutions must be replaced with a new approach (Detels, 1999): an Aesthetic, Social-Cognitive Constructivist Model of Education. American Curriculum is centered on form becoming content knowledge. The curriculum is designed so students are presently engaged more in the memorization of content rather than the actual process of education. Proof of this would be in the frequent use of testing and rewards, curriculum structures and sequential skill development (Wiles, 1999). Theodore Sizer, former dean of Harvard University Graduate School of Education states, "The myriad, detailed and mandatory state 'curriculum frameworks', of whatever scholarly brilliance" as "attacks on intellectual freedom"(Thernstrom, 2000). To what end?

The disillusionment in secondary school students in America is continually rising. School problems from physical conflicts to verbal abuse of teachers became more severe from 1987 to 1994. This is apparent in urban, suburban, and rural schools throughout the country (Shen, 1997). Currently, educators are combating this problem using structured discipline measures, such as metal detectors and an increase in security guards. Although this does somewhat diffuse possible volatile situations in schools, it does not directly focus on understanding and dealing the student "disillusionment dilemma". 
One possible solution is to use the theoretical frameworks of social-cognitive constructivism to develop an aesthetic education curriculum for students who are experiencing learning disabilities as a result of their negative educational experiences and who are emotionally challenged.
 This study is an attempt to bridge a) the implementation of a curriculum based on social constructivism and the aesthetics of expressionism and imagination; b) applying the cognitive model of teacher-guided/student-developed strategies and self-monitoring; c) presenting several lesson plans that address these issues; and d) overall assessments using theories of aesthetic experience.

The purpose of this study was to determine if using Creative Expressive Arts, one on one with a student disillusioned with the educational system, would help increase academic achievement and also re-establish the student's positive attitudes towards his/her educational experience.

Anticipated Value of the Study

If the results of this study showed a positive increase in the student's educational experience and academic achievement, it would have helped establish evidence for a need in the educational system to design alternative programs, such as Creative Expressive Arts. 

Definitions 

· Disillusionment towards the educational system: Truancy, low grades, fighting and poor participation in the school environment.

· Creative Expressive Art: A program of study designed to utilize the student's subjective creativity; lyric-writing, song-writing, audio and visual recording.

· Expressionism: A theory or practice in art of seeking to depict not objective reality but the subjective emotions and responses that objects and events arouse in the artist.

· Aesthetics: The cognitive process of engagement in creativity.

Basic Assumptions


It was assumed that the student involved in this study was a willing participant and engaged in all activities, during the sessions as well as with assigned independent instruction. It was also assumed that the student had a respect for the arts, such as (modern) music. 

Limitations

The study was limited to one student and does not reflect a larger population of students. However, it is anticipated that this study will continue within the selected schools and result in more findings with other subjects fitting the profile for this study. This study was also limited in that it was only applied within one building within the Southern Tioga School District; North Penn High School. It does not reflect outcomes as applied to other schools and students.


 The amount of time spent with the student was limited as well. The subject will engage in one session weekly. It will be limited to one scheduled block per week.                       
Chapter Two - Literature Review

Social Constructivism
During the period from 1960 through the mid 1980s, behavioral and cognitive models of learning dominated the field of Learning Disabilities. However, as the limitations of these approaches became evident, a more radical shift began to emerge (O'Shea, O'Shea & Algozzine, 1998). There are many implications involved when developing the operational definitions within the field of “Learning Disabilities”. Discrepancy formulas are typically used in aiding professionals to define and identify students with learning disabilities. There are four methodological approaches used to document a discrepancy: grade level deviations, comparisons of standard tests, regression analysis, and expectancy formulas. However, statistical and conceptual weaknesses are found when using deviation and expectancy formulas.  As a result of this weakness, some students would not be identified as learning disabled due to depressed intelligence scores; therefore a “severe discrepancy” would not be gained. Further, when using discrepancy formulas, low achievement cut-offs, or intelligence test scatter; two percent to sixty-five percent of the typical student population could be identified as learning disabled. Twenty-two percent of students previously diagnosed with learning disabilities, when evaluated again, were not diagnosed as LD (O’Shea, O’Shea & Algozzine 1998). 

Social constructivists argue that positivistic and empiricist traditions underlying previous theoretical models are not adequate enough to understand human behavior. Social constructivists argue that the study of human behavior must focus on the complex whole because of the elements of behavior. The basic tenets of social constructivism are derived from the phenomenological thought, which stresses the importance of understanding a person's direct experience of his/her world, irrespective of how they conceptualize and categorize it (O'Shea, O'Shea & Algozzine, 1998).  

Contextual conditions and meaningfulness, as well as, individual interests and purposes form educational experiences and student's knowledge. The whole language movement is a primary example of the application of social constructivism and is based on the premise that readers construct their own interpretation of the text that authors have written.


Historically, constructivism has been associated with the distinctions between Piagetian cognitive constructivism and Vygotsky's social constructivism. Cognitive constructivism is based on the idea that knowledge is constructed and made meaningful through the individual's interaction and analysis of the environment. The interpretation of this theory means that teachers create a learning environment of hands-on exploration and discovery that will allow the student to make connections between any new subject matter and their prior knowledge and experience. The emphasis is on the individual constructing knowledge through a cognitive process of analyzing and interpreting experiences. At its extreme, cognitive constructivism becomes totally student centered, and direct instruction is perceived as stifling the discovery process of learning. The purpose of any social interaction is simply to confirm or test one's understanding (Jadallah, 2000). 


From the Vygotskian perspective, social interaction between the teacher and other students is a significant part of the learning experience. Knowledge is not only constructed within the mind of the individual; rather, interactions within a social context involve learners in sharing, constructing, and reconstructing their ideas and beliefs. Social interaction provides the necessary language skills and understanding of cultural norms that facilitate learning. The emphasis is still student centered and experimental, but the teacher is more involved in planning and guiding social interactions that allow students to build and test knowledge within the social context (Jahallah, 2000). Vygotski stressed the socially and culturally situated nature of mental activities, and defined learning as getting acquainted with cultural practices, their particular urgency, limits, and possibilities (Hunt, 1997).


The most outspoken pioneer of a constructivist approach to teaching has been Ernst von Glasersfeld, whose radical constructivism still creates great debates. Glasersfeld focused on individual self-regulation and the construction of conceptual structures through reflection and abstraction. Authentic learning depends on seeing a problem as one's own problem, or as an obstacle that obstructs one's progress toward a goal (Vanderstraeten & Biesta, 1994). 


John Dewey stressed the continuous, intrinsic connection of organism and world on the level of action, and introduced the notions of transaction and experiences. Reflection is a secondary phenomenon related to the level of action. It has to ensure the continuity of action. According to Dewey, reflection occurs as a result of the appearance on incompatible factors within the empirical situation. Knowing is not a process of registration or representation, but one of intervention. Knowledge does not refer to an external, independent and objective reality, but always participates in the action (Vanderstraeten & Biesta, 1994). 


Let us then, again, examine the basic tenets of social/cognitive constructivist instruction (O'Shea, O'Shea & Algozzine, 1998):

· First, social constructivists preserve the wholeness or integrity of meaningful events through an integrated curriculum. They strive to remove artificial barriers that have been created between communicative core subjects of reading, writing, speaking and listening. Additionally, the content area curricula are integrated to include problem solving that reflects knowledge structures;
· Authenticity is the second component of social constructivist approaches. It refers to the attempt to have students engage in activities out of some genuine communicative intent rather than a contrived school purpose; and 

· Child-directed learning is the perspective of children exploring their world through real life experiences. Children should be encouraged to use their native language to talk about their experiences. 

The pleasure and enjoyment of learning is developed through numerous positive experiences. Children who are emerging as self-directed learners are able to acquire the intrinsic reinforcement system that is illustrated in the amount of time that they spend independently engaging in learning activities (O'Shea, O'Shea & Algozzine, 1998). The learning experience must involve students in a process of exploring, analyzing, evaluating, and synthesizing knowledge (Jadallah, 2000).  

Cognitive Theory of Education

Cognitive theory stresses the human qualities in people and states that people can change their lives through their own thinking. Those who promote the cognitive approach insist that it is a more humanistic approach because it looks at the individual, not as a passive mechanism to be manipulated by the environment, but as a thinking, willful, emotional being (Craver & Ozmon, 1999).
The cognitive model has been operationalized and adopted in the field of education primarily in the area of metacognition. Metacognition refers to knowledge concerning one’s own cognitive processes and products of anything related to them. Metacognition includes an awareness of the skills, strategies, and resources needed to carry out an activity (O'Shea, O'Shea & Algozzine, 1998). 

According to cognitive theorists, a person’s acquired knowledge influences what the person stores and retrieves from storage, or from memory. They view storage as a construction, which relates to comprehending and encoding what is to be remembered. The ability to reconstruct or retrieve information is possible through the use of strategies and meta-mnemonics. Every time information is placed into memory, a strategy is also used. This strategy can be influenced by

· Personal knowledge – what one knows about oneself;
· Task knowledge – memory utilized to complete a certain task; and
· Strategy knowledge – a wide range of activities a person carries out through mnemonic remembering.

The techniques of cognitive behavior modification stress providing strategies for both learning and teaching self-instruction, and teaching independence and self-control.  
Creativity in Education
Art education is often synonymous with aesthetic education. However, for the purpose of this paper, the term aesthetic education holds other implications. Aesthetic education is based on the ability to reason values found within experience itself, and in experiencing values as reasoned through the process of creativity. Aesthetics can be viewed as active and passive cognitive processes.

According to John Dewey, art is a marriage between form and matter. In addition, he believed that everyone could achieve and enjoy aesthetic experiences provided that creative intelligence is developed through education. He also stated that a true aesthetic experience is one in which people are unified with their activity. The desirable educator, from Dewey's view, is one who seeks to unify the mind and body of the student, or thinking and doing. When this is achieved, education becomes the supreme art form--the art of education (Craver & Ozmon, 1999). Therefore, education becomes measurable through assessing the students’ aesthetic educational experiences, not through standardized methods of assessment. 
As reflected earlier in this paper, many students are currently not receiving an adequate education. Of this population, this paper is centered on developing a curriculum based in the creative process which allows the student who is emotionally challenged or exhibits learning disabilities as a result of their learning environment, to express their preconceived ideas of their world in a constructive, aesthetic, dialectic and educational environment.  
Gerard Knieter cites five characteristics of an aesthetic experience (Radocy and Boyle, 1988):

1. Focus - this suggests that an individual must devote his attention to the (art) work and respond accordingly;
2. Perception - Perception is viewed as the process through which sensory data are received and through which the individual becomes aware of the (art) work;
3. Affect - There are two types of affect occurring during the aesthetic experience, psychological change and feelingful reaction; 

4. Cognition - Cognition is an important attribute of aesthetic experience, reflecting the intellectual process involved: analysis, synthesis, abstraction, generalization and evaluation; and
5. Cultural Matrix - Aesthetic values are learned within a cultural context.

Kneiter's characteristics of aesthetic experience are interchangeable with the characteristics of social constructivism.  Creating is to aesthetics as constructing is to social constructivism. What are the benefits for children actively engaged in the creative process?


Aesthetics and creativity hold innate qualities within its process. The synthesizing process of aesthetic experiences through creativity can be viewed as a triadic process. First, there is an organic immersion in the participant's prior beliefs and experiences. Second, there is a connection to emotional drives and, finally, a stimulation of imagination (Connell, 2000). Furthermore, as students engage in creative projects and workshops, they modify their work without fear of failure, learning to trust their own ideas, and developing the ability to reflect upon the process (Mildrum, 2000). Creative ‘expressive’ art fosters a joy in learning; it supports intellectual, emotional and social growth. Creativity is among the tools required for success (Grytting, 2000). Artistic expression enables students with special needs to translate what they know and perceive them into another medium or modality so they can express meaning (Sidelnick, 2000). 

The purpose of art is not to be limited by structure and form. When students have experience with expansive attitudes related to creativity, they begin to feel more confident about who they are and what they have to contribute (Mildrum, 2000). Also, absolute expressionism argues that the meaning and purpose of art come from the expressive or aesthetic qualities innate within art (Radocy & Boyle, 1998). John Dewey saw young people as having the need to construct or create and most importantly, to express themselves (Pesut, 1990).
Imagination and Creativity as a Measurable and Distinct Intelligence


Some of the most pressing issues concerning aesthetics and education are regarding the subjective nature of creativity and imagination.  For years there have always been those educators, philosophers and psychologists who believe in the incorporation of aesthetics into the classroom environment. Whether it is through musical representation of a historical era, or a play based on the rotation of our solar system, we have seen many attempts to develop and foster what we feel are some of the strongest attributes of our society; creativity and innovation, either or, would weigh less than air if it weren’t for the imagination. 


Regardless of the medium; visual arts, language arts, music arts, performance art, mathematical art, scientific art, or simply the art of thinking, all fields have been continuously in the pursuit of bettering our understanding of the world. And regardless of the medium, imagination leads all inquiry, whether by paint or by pen. 


However, there are those that are reluctant to delve into an analysis of the imagination, or the creative process. I can understand why the public educational systems are reluctant. First, is there such a thing as imagination, one that can be taught and learned? Second, assuming that imagination and creativity can be taught, how do we measure what success ought to be?


Perhaps the only studies into creativity and imagination result from two sources; the artists or the observer, whether expert or novice in both cases. And on both sides are those who argue for the inclusion of the processing of imagination, and the process of creativity in order for an object (or not), to achieve any aesthetic value at all. And on both sides of the canvas are those who write in opposition, leading one to believe that Picasso’s Discourse on Quantum Physics, the process in which he created, his imagination is irrelevant to the aesthetic values of his creations. 

The most crucial 'aesthetic' dilemma resulting from reading both the articles written by artists along with analyzing the writings of aestheticians throughout the last century is the constant battle over who -"owns"- the art. In this paper, -“owning”- the art refers to the evaluative process in which an art object is considered aesthetically successful, and where one ought to focus in order to determine ‘aesthetic’ worth. In this paper I intend to outline two different perspectives concerning the evaluative nature of art. 


The first perspective is that when considering the value of art we must evaluate the expressive intentions, or the creative intuition, or specialized intellect, of the artist himself. The rebuttal to this argument is that this need to include the artist in the evaluation of an art object is misguiding, ambiguous and irreverent, we only need be familiar with art object. Further, this rebuttal argues against special intelligences unique to the artist, and leads to a narrow perspective on human intelligence; the learner and the learning process. I am particularly interested in the implications of both theories regarding the theory of human intelligence and educational learning theories and not simply attaching the significance to works of art, but to any objects resulting from the processes involved with human intelligence. 


R.G. Collingwood is the most noted aesthetician to insist on differences between art as craft and art proper. Art as craft, Collingwood states, is comparable to a craftsman working from a blue print of sorts; portraits, representational art and art which has utility, such as furniture. Art as craft is considered to be the technical theory of art. Collingwood does not find aesthetic worth in this theory. “If there is nothing else, the technical theory (craft) of art was a gratuitous and baseline invention: those who have stated and accepted it have been and are nothing but a pack of fools” (Collingwood, 1967). Collingwood accepts that when dealing with art as magic, amusement, craft and representation we are able to evaluate the object’s value using the technical theory. This results from not having to look for anything other that its physical representation. Either a portrait resembles my father or not. Either a rocking chair will hold together and enable me to sit, or it will fall to pieces once I descend onto it. 


Once an artist creates primarily from emotion and imagination, elements in which Collingwood insists distinguish art as craft from art proper, we must change the way in which we view the aesthetical value of the object itself. We can no longer evaluate art based on its physicality. This is because the artist has introduced elements to the object that are only known to the artist. Therefore, evaluating the object ought to include the emotional and imaginative input of the artist. 


Collingwood starts by describing the process in which an artist, although working in a physical medium, is involved in a sort of meta-physical, subconscious journey. Collingwood begins by asking, “Since the artist proper has something to do with emotion, and what he does is not arouse it (does not set out to make himself angry), what is it that he does”? “The artist proper is a person grappling with the problem of expressing a certain emotion and state, ‘I want to get this clear’. It is no use to him to get something else clear, however like it this other thing might be. Nothing will serve as a substitute. He does not want a thing of a certain kind, he wants a certain thing” (Collingwood, 1967). 


What does this mean? Simply put, the artist proper, involved in the expression of emotion is involved in an individual and peculiar process. When we experience an emotion, initially we are unaware of what that particular emotion is. We are only aware that we are sensing a disturbance of sorts. Expressing an emotion involves making oneself clear with what it is one might be feeling. Since every emotional encounter is unknown and unique to its particular arousing germ, a person sets out to discover what this disturbance should be called. It is not enough to say, “I’m angry”, one must find the qualities and elements unique to that anger and describe it as such. “Until a man has expressed his emotion, he does not yet know what emotion it is. The act of expressing it is therefore an exploration of his emotions” (Collingwood, 1967)  


What of the audience’s ability to recognize such peculiarities in works of art? According to Collingwood, the artist proper connects only with those of his audience that has encountered, and therefore understands the peculiar and unique emotion expressed in the art object. “For the artist has an audience in so far as people hear him expressing himself, and understand what they hear him saying”(Collingwood, 1967). It is true to say that if I found myself in a lecture hall, listening to a professor speak of quantum physics, even though I could clearly distinguish the English words sounding from his mouth, I would be lost, and perhaps incapable of understanding one thing the professor spoke of. 


Collingwood’s defense of the artist’s emotion as imperative to the evaluation of their art objects is honorable. It certainly set the stage for artists, especially in the United States to become very experimental in techniques and what’s further, gave the artist the power to tell the critic to bug off. 


Of course Collingwood’s Ideal theory was not left to fly at leisure throughout the ivory air of academics. Richard Wollheim soon became his arch rival, arguing against such non-sense, claiming that searching for meta-physical explanations regarding the aesthetic qualities in the art object was far from the charge of the spectator and philosophically unsound.


Wollheim states the three criteria, according to Collingwood’s Ideal theory as being:
1. That a work of art consists of an inner state or condition of the artist, called an intuition or an expression;
2. This state is not immediate or given, but is the product of a process, which is peculiar to the artist, and which involves articulation, organization and unification; and
3. The intuition so developed may be externalized in a public form, in which case we have the artifact which is often but wrongly taken to be the work of art, but equally it not need be (Wollheim, 1968).

  Wollheim has two major objections to the Ideal theory. First, Wollheim refuses the idea of inner states, or a creative intuition included in the artist’s techniques. “The first (argument) is that by making the work of art something inner or mental, the link between artist and audience is severed. There is now no object to which both can have access” (Wollheim, 1968). What’s further, the inner process is so widely described as different experience by the artist that it leaves no one way of empirically evaluating the process or inner state. We can never encounter another’s inner, mental states, only the physicality of those states through the artist’s actions.   



Secondly, Wollheim believes the Ideal theory ignores the significant of the medium. Simply because a poem or song may be present in the writer’s head, does not mean the person has created a work of art, for there is no object of art. Wollheim insists that the art object is all we need encounter when evaluating the aesthetic qualities derived with the use of any medium. 


Gilbert Ryle is yet another philosopher who argues against the measure of imagination or emotion when dealing with objective reality. For Ryle, Collingwood’s entire ‘ghostly’ process of creativity is a wash and can be reduced to a function of the brain. No creative intuition exists with the ‘mind’ of an artist. The use of the phrases, “seeing in my mind”, or, “hearing a tune in my head” are unsound claims. By definition, seeing requires the active use of one’s sense of eyesight. By definition, hearing requires the active use of one’s hearing mechanisms, the ear. He quickly refutes this notion of ‘seeing in my mind’ as a bad use of the English language. There are no divisions within the brain, no special faculty for the imagination, in which the artist proper calls. The imagination, which is a function of the brain, results from the brain’s function of “Recall” (Ryle, 1969). 


Simply put, Ryle’s theory regarding emotion and imagination is reducible to a synapse firing. It makes no difference if we are ‘seeing’, or ‘hearing’, it all comes to the same end. Further, every encounter we have with our imagination results directly with our sense data. Therefore, we can only imagine what we have a sense experience with.  When we hear a tune in our heads, we are associating sounds we have encountered previously. Even if the particular notes running through your head have never been place in sequential ordering as you may now be ‘hearing’ them, the new composition results from bits of information, stored in memory and recalled at a latter point. 


Ryle and Wollheim’s position are clearly traditional. Although their theories allow for the individual to have personal experiences, all experiences, no matter how personal to the individual, are reducible to the same function of the brain. However, there is no room for individual brain constructs in their theories. For every action, in every being that shares the same construct, such as humans, regardless of how individual ideas may be, can be explained as one, singular function of the brain. Wollheim is disinterested in the creative intuition or process in which an artist may work. He is interested in what is “down on paper”, respectively. Ryle, even when accepting the imagination as a real function of the brain, gives no credit to creative intuition, or specialized intelligence. Every thought, in every person capable of imagining is exactly the same, a result of a function, or a synapse responding to stimuli. What are the implications of such theories regarding the intellect and the learning process? 


First, Wollheim and Ryle open themselves to criticism by claiming one absolute, universal theory of intelligence, even if we accept their cognitive explanation concerning the nature of expression. By expression let us not simply accept the term to mean, “express an emotion”. For the intent of this paper, let us accept ‘expression’ as a means in which one can engage in any process of intelligence regarding the self and social-awareness with a deliberate end. We hope that we are not simply information mechanisms, who, irregardless of our want, receive information, useful or not. This view would be for the betterment for all those presently engaged in higher education. As students, we would need not do more that learn through osmosis. We are involved with what we know and what we learn. We are expressive about what we know and what we learn. If we do not like a particular subject, we express it by tuning out the lecturer. Active learning involves expressive qualities within the learner. 


One emerging learning theory in education which includes this individual, social, cognitive, and expressive style of the learner is the theory of multiple intelligences and argues against the “singular intelligence theory” held by Ryle and Wollheim.


Howard Gardner presents a learning theory in which intelligence is reducible to a cognitive function of the brain. However, Gardner argues that the cognitive function of the brain involves multiple intelligences.  It would appear to me that Ryle, according to Gardner’s theory is a holist. Holists are intelligence theorists who ‘deem major intellectual function to be the property of the brain as a whole” (Gardner, 1983).  The only evidence for a holist approach is what would appear to be universal domains, such as mathematics. However, Gardner argues that this approach is only an appearance and misleading. “Universal domains…must be confronted and mastered by individuals all over the world, simply by virtue of their membership in the same species and the resultant to cope with that species’ physical and social environment”(Gardner, 1983). Wollheim and Ryle, I believe, must leave room in their theories for cultural and social intelligence. We all store memory from our experiences (sense data), and our experience is directly related to where it is (environment) we experience them.  However, I do not believe that their theories go beyond the environment as a differentiating element; the idea that a person unto them self learns within the constructs of their own and unique brain is not even addressed. The idea of a subjective learner, each with perhaps a specialized intelligence is too ambiguous and ‘wide’ for Wollheim and Ryle. It leads back to Wollheim’s insistence on there being an empirical evaluation of a creative/learning process (the object).  


Gardner argues for a neoro-biological explanation. “We find, from recent works in neurology, increasingly persuasive evidence for functional units in the nervous system. These are units sub serving microscopic abilities in the individual columns of sensory or frontal areas; and there are much larger units, visible to inspection, which serve more complex and molar human functions, like linguistic or special processing. These suggest a biological basis for specialized intelligences” (Gardner, 1983). 


If Ryle is correct in his theory regarding singular intelligence, it would follow that all capable intelligent beings will learn the same way. Perhaps this jump in reasoning resulted from a lack of evidence or a lack of technology to suggest a further possibility. But today, in educational settings, we find this explanation of intelligence as falling short of an accurate representation of the brain, the learner and the learner’s individual and unique specialized function.


Let us now take the theories stated above and apply them to the learner and learning. First let us substitute the artist with learner, the process of creativity to mean the learner and his learning process and replace the ability to appreciate and understand an artist’s work as, the ends of the learner engagement with the leaning process.  


Collingwood’s Ideal theory, ironically, is closer to current practices and theories being explored by such people as Gardner. Collingwood’s descriptions of ‘inner states’ or ‘mental states’ or ‘intuition for particular intelligence domains’ can now be explained in such a way that there is an argument for adapting the individual process of engagement as relevant to evaluating the value of an object produced by the individual. 


To introduce the learner as a being with a unique intelligence would make Wollheim’s stomach churn. Wollheim will only settle for an object in which one produces. Unless rules begin to apply to what an object ought to represent, Wollheim himself is in a bit of a dilemma, so he must admit a standard (content) to which he evaluates an object. 


In education, as it has been, the learner is measured as a result of an object the learner produced; test answers, the term paper, and so forth. The educational state departments are not interested in each learner’s individual process in which they learn as part of the student’s measure of success. Even in music and art in education, we are bound to teach for the outcome of, hopefully, high scores on state standardized tests. In order to achieve this goal on a grand scale, I believe, the educational system assumes the ‘singular intelligence theory’.  How could we evaluate students if we remove this ‘singular’ approach? It would seem an impossible task to include the process of the learner as part of our evaluation of the learner’s success. However, if we move from a standard based on testing towards a portfolio format some of the task of evaluation can be and is possible.  


Picasso visually represented the concepts of quantum physic through his use of inner vision. How is it that such persons as Wollheim and Ryle would argue, indeed, for the evaluation of Einstein’s intellectual process in determining his axiom’s for quantum physics. They would demand to know how Einstein came to such a new perspective of component lines, forms and planes. I highly doubt, especially because so much of their empirical world was directly affected by mathematical and scientific findings, that Ryle or Wollheim would dismiss the intellectual discourse of Einstein’s discovery and blindly accept the new science of quantum physics.  And yet, neither are interested in Picasso’s intellectual discourse nor accepts his creative process as relevant to the art object’s aesthetic value. Both Picasso and Einstein were engaged in a process of discovering the true nature of reality. One man represented this through mathematical inquiry, the other through visual artistic inquiry. “Gardner characterizes Picasso as possessing special and bodily/kinesthetic intelligences and Einstein as possessing a combination of spatial and logical/mathematical intelligences” (Newbold, 1999).


The arguments presented against an intuition existing creative persons were based on the inability to prove or measure the ‘inner’ process. Fortunately, the argument regarding imagination and creativity as nothing more that a cognitive process of the brain fortifies the belief that imagination and creativity are measurable and perhaps unique to certain persons. As Howard Gardner has argued, there are multiple intelligences that exist, and it is in the acceptance of the singular intelligence theory, that enables us to ignore alternative means of measuring the success of an artist, or a learner. When our society is done growing, or perhaps when we have learned all there is to know, then perhaps, we should feel less vigorous in incorporating imagination and creativity into our educational system. But for now, we are still a people in search of ways to better, or deepen our understanding of our society. Education is the keystone to delivering an equal an adequate opportunity for all citizen’s of the United States. And the keystone of education ought to become centralized in developing imagination and creativity as real, cognitive constructs unique to the individual and less focused on creating a society bent on proving themselves against a singular and narrow view of human intelligence.
The Aesthetic Curriculum
One must keep in mind that the goal of an aesthetic, social cognitive-constructive education is not content oriented. It is established on the pursuit of knowledge through reason and discourse as appropriate to the learner’s prior experience and the ability to devise strategies to achieve that knowledge.  Aesthetic, social cognitive-constructivism is interested in allowing students to develop an appreciation for education through self-motivated inquiry.

What would an aesthetic program based on social cognitive-constructivism look like? First, we must define the levels of teacher/student interaction as found within social constructivism.

1. Exogenous constructivism - high teacher control with low child centeredness;
2. Dialectal constructivism - moderate teacher control with moderate child centeredness; and
3. Endogenous constructivism - low teacher control with high child centeredness.

 
Since the approach of allowing students total freedom is a fright for most educators, a gradual slide from exogenous to endogenous constructivism is most appropriate. Also, since the success of the program relies on student self-assessments, a teacher will be required to use his or her best judgment on when advancement to the next level should take place for the student. 

Content:
A beginning class may be a teacher-lead, group focused inquiry into a basic theme. Such themes may include; racism, popular culture or school violence. Ultimately, the theme should be decided as a whole (class), or by the individual and evident as worthy of inquiry through the teacher’s evaluation of student motivation. 


Let us pick school violence as the topic chosen by an individual to research.  What then would this bring to the students?  Projects would derive from cultivating ideas from different mediums. For instance;


Literature – (passive) may include, but not restricted to, students finding newspaper articles concerning the issue, presenting the article, and discussing their opinions. As a result, the teacher may find that they can introduce other facts that may be related to the story such as the geographical location of the story. 


Literature – (Active) may include, but not restricted to, writing a short fiction piece that reflects the nature of the issue - school violence. This allows the student to identify with the situation and creatively work through a problematic theme. 

Tools for self-monitoring:
Cognitive techniques and strategies in self-monitoring should be introduced to the students at the beginning of instruction. One approach that stresses various aspects of self-monitoring, helping students take control of their learning processes, is Meichenbaum’s Cognitive Behavior Modification (1997). It is as follows:

· Adult model performs a task while talking aloud (cognitive modeling);
· Children perform the same task under the direction of model’s instruction (self-guidance); 
· Children whisper instructions to themselves as they perform task (faded self-guidance); and
· Children perform task while guiding their own performance (self-instruction).


Meichenbaum found that this technique was effective in treating poor attentiveness and impulsivity in children. The basic skills of this meta-cognitive strategy include: a) predicting consequences; b) evaluating the results; c) monitoring the activity; d) deciding if the strategy makes sense; and e) using a variety of behaviors to solve problems (O'Shea, O' Shea & Algozzine, 1998).


In the practical sense, if a student wished to present a topic on school violence, then he or she would have to conduct research. The teacher would supply the tools, such as newspaper articles, and model the researching process for the student. Later in the school year, that student would then have the general knowledge on how to research any topic they so desired individually.
Evaluation and Assessment:

Overall assessment of a student’s success in this environment would result from applying Kneiter’s characteristics of aesthetic experience as applied to a portfolio and presentation format.

1. Focus - What was the student’s intensity of focus on the subject of inquiry? 

2.  Perception - What medium did the student use to develop the subject of inquiry; literature, film, music?

3. Affect - Has the inquiry changed an opinion of the student? Does the student hold any feelings about the subject of inquiry?

4. Cognition - How has the student presented the subject of inquiry? Does it reflect the student’s cognitive process?

5. Cultural Matrix - Has the student combined the subject of inquiry within a cultural context?

Chapter Three - Methods
Subjects

The participant in this study was a tenth grade student, age 15, at North Penn High School, Blossburg, PA. The student showed signs of disillusionment. He was often truant from school and has had poor participation in all classes. He had a basic musical background and has shown an interest in learning music and playing the guitar. 

Variables


The dependent variable in this study is the student's attitude and behavior and academic achievement. The independent variable in this study is the program Creative Expressive Art. (See Appendix)

Apparatus/Instruments

· Unstructured Questionnaire

· Student Evaluation Form

· Musical Instruments

· Recording Equipment

· Video Equipment

· Creative Expressive Art Program

                             See Appendix for forms and brief description of equipment used.

Procedure

The student engaged in an eight-week program as designed by the researcher; the principal of North Penn High School approved the program. The student engaged in class activities as well as independent projects. The student evaluated their attitudes towards their educational experience a total of three times; session 1, session 5 and session 7, using an unstructured questionnaire. The student's behavior and academic achievement was monitored and evaluated once a week, for seven weeks, by the student's primary teachers. 

Analysis


An increase in student's behavior and academic achievement of 10%, for two consecutive weeks, over the baseline figures was used to demonstrate effect size. Baseline figures resulted in information gathered from session 1. A portfolio method of evaluation using Kneiter’s aesthetic criteria will also be applied
Chapter Four - Results
Section One
This first section of results will show the subjects scores from an evaluation form given to each primary teacher once a week during the duration of the study (see appendix). A small case letter will represent specific evaluation categories. An upper case letter will represent the different subjects. The first group of scores (week 1) will be used as the baseline score for the subject. The baseline figure was 92. A score of 101.2 and higher reflects an increase of 10%.

a) Attendance





A. Communications/English

b) Participation 




B   Geography

c) Knowledge





C   Physical Education

d) Task Completion




D   Biology

e) Behavior   





E    Sociology

Week 1 - Baseline Score = 92







A

B

C

D

E

a)

5

5

3

5

4

b)

4

3

3

4

2

c)

5

3

4

4

2

d)

5

4

3

5

2

e)

5

3

3

4

2



24

18

16

22

12

Total = 92




Average = 18.4

Week 2

a)

4

4

5

5

5

b)

5

3

4

4

4

c)

5

3

4

4

4

d)

4

4

4

2

4

e)

4

4

4

5

3

 

22

18

21

20

20

Total = 101




Average = 20.2

Results 

Week 3            A

B

C

D

E
a)

5

5

5

6

5

b)

5

4

3

4

3

c)

5

4

4

4

3

d)

5

4

3

5

3

e)

5

4

3

5

3

 

25

21

18

24

17

Total = 105




Average = 21

Week 4

a)

4

4

4

5

5

b)

4

3

3

5

3

c)

5

4

3

4

3

d)

5

4

3

5

2

e)

5

3

3

4

3

 

23

18

16

23

16

Total = 96




Average = 19.2

Week 5

a)

5

5

5

5

3

b)

4

5

3

5

2

c)

5

4

4

5

3

d)

5

4

4

4

3

e)

5

5

4

5

2

 

24

23

20

24
            13

Total = 104




Average = 20.8

Week 6

a)

6

3

4

5

4

b)

5

2

3

4

2

c)

5

2

4

4

1

d)

4

2

4

2

0

e)

5

1

3

4

0

 

25

10

18

19

7

Total = 79 




Average = 15.8

Results

Week 7

a)

5

5

5

6

5

b)

5

4

3

4

4

c)

5

4

4

4

4

d)

4

4

3

5

4
e)

5

5

3

5

4

 

24

22

18

24

21

Total = 109




Average = 21.8

………………………………….
Section Two - Opened Ended Questionnaire 
This second section of results will highlight the subjects open response to the following questions;

A) How do I feel about school?

B) What do I think is the purpose of an education? 

These questions were asked three times throughout the study (see appendix for text in full).

Responses:

Week 1

A) I think it is a drag; too many rules

B) Good for getting a job. You need an education to go to college. 

Week 4

A) I think school should be an option. I think we should drop out of school when we've had enough education.

B) Education is something you need in life to live and get jobs and to get your diploma.

Week 7

A) I think most of school is boring. What I am doing in this class I like. They should offer more free and fun things to do.

B) Education is supposed to help me become better at thinking and making decisions. It is not supposed to be me just giving back what the teacher says. 

Section Three  
Results - Pictoral    


Figure 1 - This graph shows the subjects scores in each subject per week over a period of 7 weeks.
[image: image1.emf] 
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Section Four

Kneiter’s Model of Evaluation 
1. Focus - What was the student’s intensity of focus on the subject of inquiry? 

The beginning of the sessions, the subject was shy. He showed an interest initually. The subject was instructed to research his favorite bands and to bring in lyrics to our second meeting. The subject was prepared with 3 sources at our next meeting. He cooperated and was polite at every meeting. He demonstrated good preparation skills. Our dialect was natural and centered on his direction. When given individual assignments, the subject followed through and completed tasks. 

2. Perception - What medium did the student use to develop the subject of inquiry; literature, film, music? 


The subject was engaged in three mediums; literature, music and video. 
3. Affect - Has the inquiry changed an opinion of the student? Does the student hold any feelings about the subject of inquiry?

No, the student still holds the same opinion. The subject of inquiry the student chose to pursue was his inability to “get up in the morning’. This perceived laziness has led the student to find a comfort in ‘cutting school’. In the song written by the subject, he exemplifies how when not interested in the subject, he could care less. 


“Sunday night I was up 

Listening to Woodstock


Sounded so nice I couldn’t sleep

The very next day 


I slept through my alarm clock


Got slapped with a fine


And that wasn’t cheap”


He demonstrates a willingness, through creative writing, to stay up late for something he enjoys; therefore, he is not lazy. He is simply not engaged in his educational experience.

4. Cognition - How has the student presented the subject of inquiry? Does it reflect the student’s cognitive process?

Through the guidance of the researcher and professional involved in this study, the subject was able to demonstrate the subject of inquiry using the medium of a music video. He was attentive to both the video and audio engineers involved with his project. As a result of professional modeling, the subject was able to engage in the technical aspects as well. He was able to mix audio channels and also efficient at video editing. The final editing was his decision. 

I feel that this procedure adequately represents this student’s cognitive processes. He demonstrated a visual and audio learning style. He demonstrates a willingness to write, but shows a poor writing level. He is creative in his cognitive processing as demonstrated through the video clips he chose to tape. 

5. Cultural Matrix - Has the student combined the subject of inquiry within a cultural context?

Yes, the student demonstrates a close relationship between his personal interests and motivation level. His educational persuits for the duration of this study based in music were energetic and consistant. The vidio reflects, what I believe a cultural look into his home. He chose to illustrate family pictures in the background of the ‘kitchen scene’. Also, during the course of dialog, we came across the topic of vision. He is prescribed glasses. He has not worn glasses once since our first meeting. He voiced an opinion about being insecure about his glasses. One of our free write sessions centered on the topic, “Broken Glasses”. The subect showed signs of self-reflection. 
Chapter Five - Summary
Discussion

Over a period of 8 weeks, the student had shown an increase of 10% over the baseline score of 92. Weeks 3, 5 and 7 he scored higher than 101.2. However, the student did not achieve 10% over baseline score for two consecutive weeks. Therefore, the hypothesis was rejected under these means of measurement. However, when using the portfolio method of evaluation, I believe the student showed an increase in academic achievement as well as re-establishing a positive attitude towards his educational experience. The subject showed initiative in creative approaches, problem solving and involvement with this process. Further, this study suggests that this particular student’s intelligence may be unnoticed under the traditional setting and standardized testing.
There were many factors to consider in this study. Although there was an increase in the scores from the evaluations, there is no direct link to the program being the causal factor. As a result of this study being a single subject design, it holds little external validity. However, the subject was unaware of this project being a research study. Further, this study took place in natural settings, including a classroom, a recording studio, and a video editing room. This does increase internal validity. The accessing of academic achievement, through the evaluation form, limited internal validity. The teacher responding to the evaluation may have responded as a result of a student/teacher relationship bias. Also, testing the subject in the middle of the study as well as at the end, after receiving a pre-test, may contain an element of testing bias. This would limit internal validity.
The researcher would like to make note of several observations of the subject that could not be measured;
· The student showed signs of self-censorship. 

· The student was fully respectful of the professionals involved in this study.

Recommendations

Upon reflecting on this study, the researcher recommends the following;
· This particular subject should continue the program. Although the hypothesis was rejected, there is evidence to suggest that continuing this program with the student may result in a greater outcome.
· The program should be expanded to include a larger population of subjects. The program should also be applied to other schools within the district and alternative schools.

· After analyzing the results of the Student Evaluation, it seems feasible to center in on the academic subject the student struggles with the most. In this case it was Sociology. This would involve a combined effort on both the researcher and the primary teacher. The creative program may be able to utilize academic content matter. It is possible to have a creative writing class evolving around what the student is currently struggling with. 
· In the event that this study is conducted again, the portfolio evaluate method ought to be stated in the hypothesis as a coupling means of measurement.

Conclusion

Social constructivism is the fuel for aesthetic experiences. The theoretical model allows for students to be an active, motivated learner with one end -- a pleasing educational experience. Only with teachers and students trained to value and pursue relationships among the arts, aesthetics, core subjects, and our own lives, will we be able to navigate the deep waters of the twenty-first-century experience. A distinct movement toward inclusiveness and interdisciplinary communication will mark a turning point in the direction of a new education (Detels, 1999).

Currently, there are educators that are addressing this issue by providing alternative programs to help re-assimilate students and positivism towards their educational experience. In Manchester and Leeds, England, the Creative Arts Partnership in Education introduced alternative types of education into 24 schools. The focus of this project was in using Creative Arts with young students disillusioned with school. The students were given an opportunity to work with professional artists. The program is still active and is being met with success and has changed students' attitudes towards school and education (Williams, 2000).

Also, at Ashmead Combined School, Aylesbury, Buckinghamshire, England has increased the use of Creative Arts in hopes to reverse problems of violence, bad behavior and vandalism. Not only was the program successful in developing a greater appreciation for school, it also helped students develop higher self-esteem (Neumark, 2000). 

In this paper, I have proposed one approach to addressing the needs of students who are experiencing learning difficulties as result of their educational experiences. This approach results from analyzing the innate qualities of aesthetic experiences found when using the social constructivists’ theoretical framework of education for content development, cognitive theories of self-monitoring, and evaluation through the aesthetic experience had by the learner.
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Appendix 
Unit Plan
Creative Expressive Arts Lesson Plan

Lyric and song writing
Nicholas P. Ippoliti

Session 1  

· Overview and discussion with student on project goals.

1. Establish working definition of Creative Expressive Art.

2. Establish working definition of Healthy Expressionism.

Objectives;

.                 a. Student will engage in a Self Interest Evaluation.

                  b. Student will be guided, by instructor, to identify systematic

                           themes in student's behavior.                            

                                                  Ex. truancy, fighting, low grades.

                  c. Student will outline systematic themes with the objective to center in on one

          and develop over the next six sessions.

                  d. Student will be given one week to work independently on his/her

                            Centralized Theme (written assignment).

                  e. Student will engage in independent research project, collecting 3 songs that

                             influence the student.

                  f. Summarize session and clarify goals.

Session 2 

· Lyric writing; Text: Songwriting, Stephen Citron

     Objectives
a. Overview and discussion on Literature (lyric writing) and the potentiality as a healthy form of Expressionism.   

b. Student will present one of the songs they researched and engage in discussion.

c. Student will be guided as to how to develop Centralized Theme                                 . into lyric form.         

                     d. Student will engage in Independent Self-Development, working on    

                           lyric in class.

                     e. Summarize session and clarify goals.

 

 Session 3 

· Development of Song (combining lyric with music)

           Objectives;

a. Overview and discussion on Music and its potentiality as a healthy form of Expressionism.            

                       b. Student will utilize the teacher's understanding of music; basic 

        lesson in music.

                         Keep in mind, the student's musicality is irrelevant and is only a tool in accomplishing primary goal.  The teacher must make their musicality available as a resource to the student.
                     c. Student will engage in the development of Centralized Theme with 

music.

1. Identify and discuss emotions and their relevance with a 

specific key in music.                                         .                                                                                                                                sadness/ minor key and slow tempo      joy/major key and moderate tempo
                     d. Develop song

                     e. Summarize session and clarify goals.
             

Session 4 

· Videograghy (collecting centralized theme on video format)

      Objectives;
a. Brief instruction on how to use video equipment.

b. Student will outline ideas that will connect visually with the developed written assignment (Centralized Theme).

c. Student will engage in self-project over the following week, which will include videotaping.

Session 5

· Audio Recording

          Objectives;

a. Student will engage in an overview and introduction to multitrack recording in digital format.           

b. Student will apply basic math skills to identify tape format.

c. Student will engage in actual recording session. They will record their song.

d. Student will engage in the computer editing (post recording) aspect of finalizing an audio master.

e. Student will assess their project and outline how they see combining the audio theme with the visual theme.

Session 6

· Audio / Video Editing

      Objectives;

a. Student will engage in an overview and introduction to video   

      editing.

b. Student and teacher will engage in combining video themes     

      with audio themes.

Session 7

· Finalizing Project

           Objectives;

a. Student will use this session to finish project

b. Student will discuss what he/she has learned as a result of this project.

c. Student will outline presentation for the following session.

Session 8

· Presentation

a. Student will present project with an oral presentation to those

teachers who wish to be present.      

Lesson Plan

Writing  Literature
Guided Story-Development:

Using Visual Imagery for Free-writing

Nicholas P. Ippoliti

a. Use illustration which shows at least three elements of story development:

1. character

2. action

3. setting

a. 5 minute free-write

b. discussion & sharing

b. Use illustration which incorporates two elements of story development:

1. character 

2. action (may be ambiguous)

a. 5 minute free-write

b. discussion & sharing

c. Use illustration which incorporates one element of story development:

1. character 

a. 20 min. free-write

b. discussion & sharing

Appendix 

Can’t get up in the Morning - Written by 10th grade male subject  

Well I woke up 

Late the other morning

Could hardly stay awake 

All gosh darn day. 

Went to school late 

And I got a warning

If it happens again 

There’s a fine I’ll pay

I don’t have no worries 

On the weekend

Cause I can sleep

All through the day

I will lock the door

From all of my friends

Go back to bed

And that’s where I’ll stay

Sunday night I was up

Late listening to Woodstock

Sounded so nice 

I couldn’t sleep.

The very next day

I slept through my alarm clock

Got slapped with a fine

And that wasn’t cheap

Well, I can’t get up 

In the morning

That’s the way

It will always be.

Cause if I could 

Get up in the morning

Then I guess that

I would not be me.
.
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