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ABSTRACT 

  

Intelligence and creativity are concepts used to describe the efforts of human 

beings to achieve the highest aspirations of the human brain-mind-spirit system.   

Howard Gardner, intelligence and creativity researcher, applied his Multiple Intelligence 

theory to case studies of creative masters from seven intelligence domains developing a 

template for research: Life Course Perspective: A Framework for Creativity Analysis.  

The framework consists of four sections: Child and Master, Creation of a Work, an 

Analysis of Creativity, The Creator and the Field, and Fruitful Asynchronicity.  This case 

study uses Gardner’s framework in examining cognition and creativity in a Navajo/Dineh 

university student creating in fine arts and nominated in bodily-kinesthetic and intra-

personal intelligence.  This explorative case study reveals that he also excels in other 

intelligence domains:  linguistic and spatial. Meta-cognitive interviews with the case 

study subject, and his notebooks provide the data sources concerning his cognition and 

his creativity.   

Indigenous educators and researchers assert that there is a discernible difference 

in perspectives concerning western science conceptions and Indigenous experience.  This 

research discovered points of resonance as well as tangential trajectories of cultural 

difference from Gardner’s research conclusions. Discoveries in this exploration confirm 

the importance of culture and zeitgeist in knowledge development, pedagogy, schooling  
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and the creativity process. Emerging themes emanating from these discoveries are  

Child of the Holy People, Sacred Geography, and Fruitful Asynchronicity and the  

Indigenous Perspective.   

Conclusions from this inductive research support Gardner’s framework in the 

cultural study of cognition and creativity, underscores the value of Multiple Intelligence 

theory, and provide examples of praxis consonant with Indigenous learning processes for 

Gifted & Talented Education.   The American Indigenous symbiotic and synergetic 

perspectives are novel in the examination of intelligence and creativity in the American 

education system.  The American Indian perspectives are possibly prophetic as they 

proceed beyond culture and Gifted education intersecting and informing other fields: 

psychology, educational anthropology, philosophy, and Indigenous studies both in 

American populations as well as Indigenous gifted students worldwide.   
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CHAPTER 1 
 

CREATIVITY AND GIFTEDNESS: 
 CULTURE AND A MULTIPLE INTELLIGENCE FRAMEWORK 

 
 

And she [my grandmother] has left everything up to me, it seems like.  Not her material 
possessions, but the energy she has left in her now is being given to me now. That’s the way I 
feel . . . I'm going to use that energy for my craft, you know. Indirectly, she's helping me 
through.   

 
-  Ray 

 
 
 The purpose of this case study is to examine creativity and intelligence expressed 

in the creative products and meta-cognitive reports provided by a Navajo university 

student graduating within four years with a Bachelor of Fine Arts (BFA) degree at the a 

top ten research university in the American Southwest.  The Navajo student referred to as 

“Ray” (pseudonym), expresses his creativity through the artistic modes of dance and 

choreography.  Ray adopts a western art form and creates his original choreography that 

transliterates elements of the Navajo cosmology for an audience from his native, tribal 

community and that of a larger world.  He expresses several intelligence areas that are 

correlated to the “seven intelligence domains” as designated by research presented by 

Howard Gardner in his “Multiple Intelligence” theory.  (1983, 93, 99)  This investigation 

will analyze Ray’s cognitive and creative processes in his nominated areas of intelligence 

through a template designed by Gardner (1993) from his investigation of creativity and 

intelligence.  
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 The significance of this study lies in the investigation of cognition and creativity 

from an Indigenous American perspective; it is unique to the field of Gifted Education. 

Also, Ray is an adult participant who, over the course of the research inquiry, assumed 

the role of collaborating researcher.  Ray reviewed all the transcripts and provided 

valuable perspectives, constructive comments and additional information.    

Gardner’s subjects were 20th century master creators and having now passed into 

history, could not respond to his queries.  Ray represents an individual from an 

Indigenous culture, a culture distinctly different from the “Euro-centric” creative masters 

of Gardner’s study (“Gandhi,” being the notable exception).   Investigation into these 

socio-cultural and historical differences can provide alternative perspectives that will 

assist the field of Gifted Education nationally and internationally in better serving 

students of similar profiles and contribute to intelligence and creativity research.  

  

Research Questions 

 There are two key questions to this case study investigation:   

 What can be learned about cognition and creativity and their processes from the 

analysis of information garnered in this case study investigation and, by utilizing as a 

primary investigative tool, a set of meta-cognitive questions designed to follow the 

template for creativity analysis as devised by Gardner for his creativity study based on 

Multiple Intelligence theory. (1983, 1993) 

  How useful is Gardner's template in understanding creativity from an indigenous 

minority student different from the models used by Gardner to develop his template? 
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            The process involved in this exploration is inductive.  The whole of the fabric 

must be examined and analyzed for “resonance” with Gardner’s framework.   

Emerging themes produced from this study reflect the unique cultural perspective and 

zeitgeist pertinent to this investigation.  Review of these themes may provide indications 

as to where Gifted Education and intelligence studies should proceed in the evolution or 

revolution of the field.  

  

     Chapter Outline 

 Eliot Eisner (1981) writing “On the Differences Between Scientific and Artistic 

Approaches to Qualitative Research” supports the importance of a presentational mode 

that is reflective of the subject analyzed.  The storytelling technique, an important 

teaching tool of Indigenous peoples, will introduce my case study subject, “Ray,” through 

a story or recollection he tells of a particular event in his life that he considers initiated 

his path as a successful university student and creative artist.   

  A history and succinct discussion of Gifted Education in the American school 

system follows, giving the foundation from which Multiple Intelligence theory in Gifted 

Education evolves.  An overview of key intelligence, creativity and cultural theories that 

inform this dissertation are presented.  A list of terms and their definition is provided to 

assist the reader in understanding key words used throughout.  

The Multiple Intelligence creativity template devised by Howard Gardner (1993) 

for his investigations is presented; this is the template used in this case study.  A brief 

description of the four sections to Gardner’s template and reference to its use with this 
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case study subject is provided. The template is discussed in detail in Chapter 3, 

Methodology.  I also introduce the interview methods as adapted from researchers in 

Indigenous study that are fully explained in Chapter 3, Methodology.   

A brief personal biography that describes my career in classical western dance 

and Gifted education and my relationship to Ray as a dance colleague and researcher is 

presented (the biography is expanded in Chapter 3 Methodology). 

 

Introduction of Case Study Subject via an Indigenous Mode 

Ray spends many summers of his childhood on his grandmother’s ranch at the 

edge of one of the most sacred areas of the Navajo reservation, Canyon de Chelley.  

Chapter 4 is a detailed presentation of Ray’s childhood in accordance with Gardner’s 

template.  In this excerpt from Ray’s interviews, he has been asked to estimate his talent 

abilities.  His answer is a story about how he understands what he knows about his 

potential.  It is an example of a cultural dilemma that prevails throughout this 

investigation, also.  Ranking one's self is not “culturally appropriate” for a Navajo; thus,  

Ray deferred his personal judgment concerning his capabilities and offered an episode 

from his childhood, age eleven.  Along with his younger cousins, he was assisting with 

the daily summer chores at his grandmother’s home on the rim of Canyon de Chelly.  His 

encounter with his grandmother remains a guide for him to the present day: 

  One time, the strangest thing,...  My grandmother said to me one day: "What are you 

guys doing? Finish up your chores." I was fooling around.  

 

You have to consider the time involved - you take [sheep] to water and graze them so I 

was scared because my grandma was really a powerful woman. (Ray addition; January 2001)  
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 "Ray, why are you playing around for you shouldn't be playing around, you are a grown 

man."   Literally, she was trying to say, you should look at yourself and be in control of your 

situation.  Don't give in. They may be your sisters and brothers but they are younger than you. 

They don't know what you know now so, you have to keep them in order and not go along with 

them. 

 

And, so she goes:  "Someday you might be a leader."   That's what she said. That's all she said 

and we ate. 

 

When she (his grandmother) saw me graduate from the university, she was proud. I could see 

she didn't have to say anything. It seemed like that because she had been to all my other 

graduations. She was there and happy to be there and witness it and see me graduate. 

(DCM/Ray; May 1998; Tucson AZ  / June 1999 and January 2001;  Page AZ.)  

 
(And she has left everything up to me it seems like. Not her material possessions but the 

energy she has left in her now, is being given to me now. That’s the way I feel and that's my 

next - I'm going to use that energy for my craft, you know. Indirectly, she's helping me through. 

Ray addition, June 1999)  

 

This excerpt from Ray’s interviews provides a response that reveals a unique 

perspective that has the potential for defining new insights for researchers and 

educators when examining a person from an Indigenous culture.  Such insights will 

promote the view that American Education should consider a student's culture not as 

a handicap but as a place and point of power.   

 

Ray’s Background in Dance, a Creativity Mode 

I shall introduce Ray’s background in the western art expression of dance by 

presenting it in the context of the dual roles of creativity: creativity viewed as both 

revolutionary and evolutionary. Gardner (1993) defines creativity both as 

evolutionary, extending the paths of tradition and, as revolutionary, creating new 

traditions or divergent thinking arenas.    
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American modern dance is an art form that is uniquely different from those of 

Ray’s culture.  Dance is a sacred expressive component of ceremonies in Navajo 

religious rites.  The Navajo/Dineh also have social dances that are communal, for 

example, as in the round dances and partnered dances with the couple dancing side 

by side enclosed within a blanket.  These dances, however, have historically been 

associated with a specific ceremony.  

 

Dichotomy of Pioneer and Traditionalist 

While believing himself to be a pioneer, Ray knows that he, too, is a traditionalist.  

This tension between revolutionary art and tradition finds some resolution in the 

definition of “tradition” as presented by the National Museum of the American Indian in  

New York City, which concludes that while tradition is necessary for the vital continuity 

of the culture, it is equally vital to acknowledge that in the “native belief tradition is a 

dynamic rather than a static process.”  Additionally, new objects and different responses 

might be able to foster “better understanding of our deeply held views.” (NMAI 

catalogue: “This Path We Travel: Celebrations of Contemporary Native American 

Creativity," 1994) 

A pioneer and a traditionalist may seem to be contradictory terms. Whereas, in 

this particular era, the Native American may utilize tradition in an evolutionary manner, 

the same Native American artist, for example Ray, working in the field of contemporary 

dance may demonstrate revolutionary creativity. An example of this pioneer/traditionalist 

dichotomy occurred when Ray was devising the program notes for his senior capstone 
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project, The Reign of Changing Woman, the subject of Chapter 5.  Ray is challenged with 

transliterating his Navajo language into meaning expressed in English. 

 

Dilemma of Difference: Challenges of Transliteration and Meaning 

The Program notes for his dance work, The Reign of Changing Woman 

challenge Ray.  Words, he feels, will help bridge conceptions from one culture to 

another.   The dance will have stylized symbols that may need translation.  The 

imagination of one culture may not be sufficient to understand the imagination of 

another.   One cannot expect, nor should presume understanding by the dominant 

culture, that is to say the majority of the expected audience.  Ray, like other bi-

lingual students is burdened with the presumption that he must read, understand and 

operate with the symbols and mandates of mainstream America in order to be 

successful at an American university.   

The program notes are a practical example of this dilemma of difference.  As 

Ray wishes to use his Dineh/Navajo language on the program, he will need to 

transliterate the Dineh language to English as he has earlier transmediated 

ceremonial actions in his choreography.  He must find precise words within the 

economy of space that will give correct meaning in two languages.  He must work 

for transliteration of meaning and not for a mere word for word translation because 

this will not convey the metaphoric poetry of the Dineh language.  He works 

arduously not only for meaning but because Ray he is mindful of its sacred duty.  He 

must honor his Dineh heritage and as well as provide an accurate and culturally 
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sensitive transliteration of meaning to the expected audience.  (DCM/Ray; May 

1998; Tucson AZ) 

I have given a short introduction to Ray by way of highlighting a socio-historical 

reality and dilemma to which Ray responded as a preview of this case study.  Subsequent 

chapters will provide a multi-faceted portrait of Ray and, through analysis and 

interpretation of the data, other concepts regarding cognition and creativity will be 

analyzed and interpreted. 

 

A Dance of Art and Research 

During the course of time that I have known Ray, from his freshman dance class 

in 1994 to his senior capstone project in 1998, and his editing of interviews in 1999-01 

and tangential papers in 2000-2, I have assumed several roles.  I first “saw” Ray at the 

first Tuba City Stars in the Desert Powwow, spring 1994.  I was part of a research team 

that was developing an assessment instrument based on Multiple Intelligence Theory.  

Our team was invited as guests to the “The Stars in the Desert Powwow” that featured a 

drama competition where Navajo reservation schools presented original plays to be 

critiqued by several American Indian actors that included Ray Studee (Dancing with 

Wolves) and Gary Farmer (Powwow Highway).   

I observed Ray’s performance and witnessed him being awarded “Best 

Supporting Actor” for his performance.  I then met Ray in modern dance classes at the 

university and we participated in dance activities including classes, rehearsals and 
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performances together for two years before I asked Ray to participate in this creativity 

study.   In his junior year, Ray confers with me about my classical ballet technique and 

the history of my pedigree training with Mme. Dorothy DuPerow and her teacher Mme. 

Elizabetta Minzelli, the foundational technique used at the Mariinsky Theatre in St. 

Petersburg, Russia, for the Imperial Russian Ballet.  A comprehensive exposition of the 

researcher is presented in Chapter 3, Methodology.  

 

Evolution of Gifted Education: Background of the Study  

Intelligence and Creativity researchers describe the present investigations 

into cognition and creativity as a new zeitgeist that is “not yet providing a coherent 

world view but it is providing a rich blend of perspectives from which to view the 

complex issues of today." (Ambrose 2003, p. 21)  The perspectives of American 

Indigenous creativity and intelligence research can be incorporated into this effort to 

provide a coherent world view.  American Indian educator and researcher, Greg 

Cajete, affirms that the Indigenous creative artist does provide a unique perspective:  

“ There is a creative path in Indian art that is distinctly non-Western, non-European 

in its orientation, philosophy, aesthetic criteria, and aims." (Cajete 1994, p.162)   

This case study contributes information from a minority perspective concerning a 

different cultural path important for researchers to consider when constructing theory 

and creating pedagogy for gifted education for Indigenous and other minority 

populations.  
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As concepts of intelligence have evolved, the definition of “Giftedness” and 

Gifted Education has evolved.  The seminal work of Terman (1916) designates 

individuals as “gifted” to those who scored in the top one percent on his standardized 

measure of general intellectual ability (the IQ measure).  U.S. Office of Education 

(Marland 1972) defined gifted students as: 

…those identified by professionally qualified persons who by virtue 
of outstanding abilities, are capable of high performance.  These are 
children who require differentiated educational program and/or services 
beyond those normally provided by the regular school program in order to 
realize their contribution to self and society.    

Children capable of high performance include those with 
demonstrated achievement and/or potential ability in any of the following 
areas, singularly or in combination: 

 
1. general intellectual ability 
2.  specific academic aptitude 
3.  creative or productive thinking 
4.  leadership ability 
5. visual and performing arts 
6. psychomotor ability 

 
It can be assumed that utilization of these criteria for identification of 

the gifted and talented will encompass a minimum of 3 to 5 percent of the 
school population. (Marland 1972, p. x) 

 
The initial probability of gifted individuals within a population was placed at 

one percent (Terman, 1916) in the early decades of the 20th century. Nearly fifty 

years later, the U.S. Department of Education expanded the definition of giftedness 

to include multiple expressions of giftedness and increased the probability of 

identification to “a minimum of 3- to 5-percent of the school population.”   

As a result of nearly twenty years of research, Gardner evolved his 1983 

definition of intelligence to include a socio-historical concept of culture.  His 1999 
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definition acknowledges culture as a seminal element in intelligence development.  

He defines intelligence as “a biopsychological potential to process information that 

can be activated in a cultural setting to solve problems or create products that are of 

value in the culture.” (p. 33)  How one acts, reacts and perseveres in one’s specific 

socio-historic period and cultural reality, however, will have great bearing in the 

probability toward achieving success in one’s creativity field. 

 

Underserved Gifted Populations    

There is an inequitable history of delivering gifted and talented education 

services to minority populations in the United States.   This inequitable situation is 

compounded as educator and researcher Joan Smutny (2003) explains by an 

education paradigm so embedded in a specific cultural perspective that when 

services are actually provided, it "underserves" minority population.  Stuart 

Tonemah, (2003) an educator from the Kiowa Nation, asserts that the Indigenous 

people of this continent have traditional history emulating the intelligent and creative 

activities of their gifted people but that their standards for such adulation which 

emphasizes community values and humility conflict with the ego-centric and 

materialistic values as expressed in personal test scores and class ranking privileges. 

  The scenario that introduced, Ray, the case study subject of this 

investigation, is an example of the dilemma of difference that Stuart Tonemah notes 

in his discussions of how Indigenous minority students are “underserved” in 

traditional gifted education.  Information and knowledge from this study may 
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provide perspectives and directions for creating pedagogy responsive to the goals of 

Indigenous Gifted and Talented education as well as providing a review of goals of 

Gifted Education in mainstream American Gifted education.  

  

Intelligence, Creativity and Cultural Foundations 

Intelligence and creativity research that impacts Gifted Education involves a 

research field investigating dynamic, evolving definitions of intelligence and 

creativity within the context of socio-cultural factors.  All questions as to how 

intelligence is constituted, constructed, expressed, assessed, evaluated, and how 

intelligence relates to creativity must be analyzed through a socio-cultural filter. The 

primary work of socio-cultural theory in education is dependent upon the seminal 

work of Lev Vygotsky and his disciples.  (Vygostky 1962, Moll 1990, John-Steiner 

1999) 

Creativity is a mind-brain function that is separate and apart from 

intelligence.  Creativity researcher, LeoNora M. Cohen (2003), describes the 

“journey” towards an understanding of creative intelligence as “difficult because the 

terrain is so complex.”  She notes: “The term creative intelligence reflects one’s 

highest aspirations for the development of the human brain-mind system; the most 

complex system in the universe.  The search for understanding of this system 

encompasses creative, critical, affective, intuitive, and motivational aspects of mind, 

just to name a few.” (Cohen 2003, p. 3)   
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Howard Gardner, an intelligence and creativity researcher, echoes Cohen's 

observations in his application of Multiple Intelligence theory when he developed a case 

study portrait of a creative person in each intelligence domain and then compared and 

contrasted the case studies to discover emergent theories that contribute to his analysis of 

human creativity.  Creating Minds (1993), written ten years after Gardner presented his 

theory of multiple intelligences in Spectrum Intelligence (1983), is an elucidation of 

Gardner’s primary ideas of intelligence through a case study investigation of seven 

creative masters; wherein, he hoped to “illuminate the nature of their own particular, 

often peculiar intellectual capacities, personality configurations, social arrangements, and 

creative agendas, struggles and accomplishments.” (1993, p. 6)  

Coincidently, Gardner examines the process and product of American dancer and 

choreographer, Martha Graham.  At this moment in Ray’s artistic life, he most identifies 

with the work of Martha Graham.  This coincidence of Martha Graham having been 

chosen by Gardner and Ray is propitious and portentous for this investigation.   

Martha Graham was chosen by Gardner as his example of a "'creative mind" 

working most expressively in the domains of bodily-kinesthetic intelligence and intra-

personal intelligence in his case study analyses of multiple intelligences expressed by 

creative individuals who have revolutionized their respective domains.  Martha Graham 

joins Sigmund Freud (Intra-personal), Albert Einstein (Mathematical), Pablo Picasso 

(Spatial),  Igor Stravinsky (Musical), T.S. Eliot (Linguistic), and Mahatma Gandhi (Inter-

personal) as proposed “intelligences” in the pantheon that Gardner has created for his 

investigation of creativity through case study techniques. Subsequent to the initial 
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Multiple Intelligence theory developed in 1983, Gardner followed with research data 

from many Indigenous people from around the world and added an 8th intelligence, 

“Natural Ecology” and a 9th intelligence, the “Existential.”  

Creating Minds (1993) is a divergence from the usual path of intelligence study 

where historically researchers have concentrated on a narrow corridor of intelligence 

specifically, mathematical-logical and linguistic intelligence as assessed in IQ testing.  

Howard Gardner developed the multiple intelligence theory during the decade of the 

1980’s and began investigating the processes involved in creativity through his several 

research projects of the early 1990's.  David Feldman has concentrated on extending 

Piaget's initial forays into creativity and has focused his work on the developmental 

processes.  Together, these three researchers in the field of creativity, Gardner, Feldman 

and Czikszentmihalyi, authored Changing the World (1994) in which they weave their 

singular expertise into a "framework for the study of creativity."   

Gardner advanced the idea to develop a framework for researching creativity 

by employing his own theory, Multiple Intelligence, and a template that analyzes the 

process which he labeled: Life Course Perspective: A Framework for Creativity 

Analysis.  With this tool, a researcher is guided in analysis and evaluation of the 

cognitive processes and development of creativity concerning gifted individuals in 

particular intelligence domains.    
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Life Course Perspective: A Framework for Creativity Analysis 
 

Gardner examined the creativity in people who exemplify each of the seven 

intelligence realms (the 8th and 9th were not evolved at the time of this research) and 

from this investigation Gardner formulated a framework, "Life Course Perspective: 

A Framework for Creativity Analysis" by which he believes that other creative lives 

can be examined.  The Life Course Perspective: A Framework for Creativity 

Analysis framework is divided into four sections: (1) “The Child and the Master,” 

the relationship of childhood years to mature development of creativity; (2) “The 

Creation of a Work,” an analysis of major creations that reveals intelligence 

capacities; (3) “The Creator and the Field,” the interactive perspective of creativity 

within a socio-historical context; and, (4) “Fruitful Asynchronicity,” a particular 

creative activity that contributes to the evolution or revolution of a field.  

 I choose to use this framework in examining and analyzing the processes that 

Ray utilizes in developing his intellectual capacities and expressing his creativity.  

The interview questions from which most of the data are generated are designed to 

conform to this framework.   

 

Data Sources 

The spirit of executing guided interviews created to conform to Gardner’s 

"Life Course Perspective: A Framework for Creativity Analysis"  was intentionally 

open-ended with the hope that the interviewee would let his mind freely wander into 

open spaces where he might conjecture, muse and wonder; happily, I feel that this 
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has occurred.  (John-Steiner, 1999)  Information received from the conversational 

interviews indicates several emerging themes that were included in the analysis and 

enrich this explorative investigation.   

Interviews will be reported in the style developed by anthropologist, Maureen 

Swartz, in her 1998 account of “personhood” among the Navajo/Dineh, where she 

employs direct quotes keeping the false starts and grammatical errors in order to provide 

a near verbatim transcript.  She, as do I, desired to provide a portrait of “real, 

multifaceted human beings within the negotiated and contested context of the interview 

experience. (1998 p. xvi)  I concur with Schwartz that the use of verbatim quotes 

provides lively pictures of  “multifaceted human beings.” Notebooks from the case study 

subject will also be utilized as they chronicle activities, ideas and imaginings that will 

contribute to this investigation.   

Ray expanded his office as case study subject to research collaborator during the 

course of the interviews.  One interview session was shaped around the artifacts he 

contributed for discussion and additional questions that he proposed. This role was 

further expanded as Ray when Ray reviewed the transcripts of the interviews, corrected 

them, and added additional commentary and information.   

 

Definition of Terms 

 The term Dineh will describe individuals, performances and artifacts that are 

connected and related to the Navajo People. 
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 Bilingualism describes the ability for individuals to function in two 

languages.  Ray has oral and literacy skills in Dineh and in English. 

Multiliteracies is a reference to the symbolic language of western dance and 

music and Dineh ceremonials.   All these literacies are in a continuum of acquisition 

and expression. 

 Indigenous is a term used to indicate a person who continues connections 

with land and culture even though they engage with western society. (Cajete, 1993) 

Involuntary and Voluntary Minorities are terms developed by social 

anthropologist, John Ogbu (1990).  Ogbu’s research notes that in an "involuntary 

minority" such as the Native American culture, their original ideas of education are 

not currently or historically in agreement nor supportive of the overall purposes of 

American education: 

Voluntary minorities are immigrants who wish to assimilate into the adopted country 
while involuntary minorities may have been forced to immigrate like the African 
slave or, they may be the conquered people like the American Indian or a colonized 
people as in Japan and Korea.  Involuntary minorities stand apart, do not usually 
wish to assimilate, have a unique perspective and feel that their culture is valuable 
and therefore must choose a conscious compromise or even dual reality to exist and 
thrive.  (P.10) 
 

            I was introduced to John Ogbu’s concept by a colleague in one of my 

education courses.  My colleague is a Tohono O’odham secondary school teacher 

working on her reservation.  She held that what Ogbu wrote was true to her 

reservation and to American Indians, generally.  I respected her suggestion and my 

research and subsequent teaching experience on southwestern American Indian 

reservations confirm this. 



35 

 

Culture, Intelligence and Creativity will be defined in Chapter 2 when these 

terms are presented within the literature.  

Scripto- centric and Oral-centric are terms developed by aesthetics 

researcher,  Ellen Dissanayake (1997), to differentiate how cultures centralize the 

acquisition and disbursement of knowledge within their culture and the cultural 

characteristics that develop because of this prospective.  Western culture is generally 

scripto-centric relying on written documents, communications and information to 

navigate the culture.  Oral-centric societies, which are presently the majority, rely on 

conversation, storytelling and physical presence to communicate and inform each 

other.   

Gardner defines intelligence as “a biopsychological potential to process 

information that can be activated in a cultural setting to solve problems or create 

products that are of value in the culture.” (1993 p. 33)  A definition of creative 

intelligence is not so much defined as described as with LeoNora Cohen’s (2003) 

description of creative intelligence as a “complex terrain.”  

 

Contributions to the Field 

I expect that new themes will emerge which may be generated by the unique 

cultural reality of this case study.   Particular pedagogies that enhanced Ray’s 

acquisition of knowledge and supportive learning strategies will be examined.  Ray’s 

use of his creativity as a tool in dealing with his dilemmas of cultural difference 
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could be a model to educators seeking ways of developing positive responses to 

minority cultural or personal identification concerns.   

I realize that the framework developed from this research came from the 

examination of lives that are Euro-centric, and who have participated in a culture that is 

reliant upon scipto-centric cornerstones of knowledge. (Dissenayake 1997)  My case 

study subject differs on several accounts: Ray is from an oral-centric society, encounters 

the American education system as an "involuntary minority," and has a definite set of 

cultural values differing from those of a Euro-centric experience.  These differences will 

help illuminate points of conjunction and tangents that will reveal whether this template 

is a useful tool for the investigation of intelligence and creativity in Indigenous American 

populations.  Differences discovered in this investigation could also determine how the 

framework could be adapted to similar populations. 

  It is expected that emerging themes that are culturally specific may yet be applied 

to similar oral traditional cultures.  An example of this can be discerned in Ray’s answer 

to a question posed to him concerning creativity when he was asked to estimate his 

creative potential as presented earlier (Introduction of Case Study Subject via 

Storytelling).  

I expect that the analysis of Gardner’s “Life Course Perspective: A 

Framework for Creativity Analysis” devised to examine the process of creativity and 

cognition in a developing gifted and talented person from a bicultural, bilingual 

minority will contribute to the use of this framework as a practical tool in developing 

a more comprehensive understanding of such an individual. The framework may 
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possibly serve as a predictive measure in guiding a gifted person’s path toward full 

potential.  A year after this research commenced, Gardner noted in his book 

Intelligence Reframed: Multiple Intelligences for the 21st Century, (1999) that he 

recommends ethnographic action research as exemplified in this study be conducted 

to provide a cross-cultural perspective in understanding intelligence and creativity.  

 

Dissertation Outline 

  Chapter Two is a review of the literature that has three sections: Intelligence, 

Creativity, and Indigenous scholarship in Creativity and Intelligence that will include 

cultural theory.   Chapter Three presents the qualitative methods that are employed in this 

study.  Chapters Four, Five and Six present the case study application to the four sections 

of Gardner’s template.  Each chapter will contain a discussion concerning the 

explorations of that particular section.  

  Chapter Seven summarizes the points of resonance and the divergent trajectories 

that include emerging themes, evaluate the utility of the template as a tool in creativity 

research, and provide pedagogy derived from the action research performed in the 

duration of this research.  I complete the dissertation with Chapter Eight, this numeral 

being a “number of completion” in American Indian cosmology.  It shall present 

implications for further research responsive to emerging themes gathered from this 

dissertation.  
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CHAPTER 2 

FOUR VECTORS TO THE MARK: LITERATURE REVIEW  

  

Historical accounts from across the world report that diverse societies such as the 

Tang Dynasty (618-905) or Czarist Russia of the 19th century and the Aztecs of Central 

America in the 16th century have selected and provided special education for individuals 

that express the ideals of that society as in crafting fine porcelain, composing symphonic 

music and formulating astronomical charts and calendars. 

In the late 19th century, Luther Standing Bear, a Chief of the Lakota Sioux, writes 

about the gifted people of his tribe in his autobiography, Land of the Spotted Eagle.  

Luther Standing Bear tradition was that of oral literacy but he acquired the skill of 

English literacy at the Carlyle Boarding School.  General Pratt, a veteran of the Civil 

War, founded the school to acculturate young Indian children from western tribes 

recently defeated in the Indian Wars.  The mission of the school, as declared by its 

founder, was “to kill the Indian and save the man.”  Luther Standing Bear’s 

autobiography is written as a retort to the false accusations propagated by Pratt and the 

Carlyle Boarding School about the culture, character and history of the Lakota.  He writes 

of gifted Lakotas: 

"But it must not be thought that there was no distinction among Lakotas as 
reason of class or birth, but there were individuals and groups who were 
recognized by virtue of superior intelligence and capacity. As among 
every people, there were those who were better able to get along in the 
world than others. (1933 p. 130)   
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 The individuals that the Lakota recognized to be of “superior intelligence and 

capacity” are  “men so skilled in hunting that they never wanted for food, and there were 

warriors whose fearlessness not every man could equal.  In many and various ways there 

were men who stood out from the rest." (Ibid)  

Contemporary research in the field of gifted and talented education, particularly 

multiple intelligence theory (Gardner 1983, 99) has created a new paradigm that provides 

for such a description of “superior intelligence and capacity.”  This new paradigm by 

which gifted and talented individuals are viewed provides a nexus through which 

historical and oral tradition accounts are reconciled.  Educators and researchers of the 

gifted now review Luther Standing Bear’s assertions of exhibited intelligence within his 

culture and link his account of giftedness to several intelligence domains: spatial 

intelligence – hunting, bodily-kinesthetic intelligence – warrior prowess, and intra-

personal intelligence – fearlessness. 

 In Chapter Two, I present a review of the literature that contributes to the new 

paradigms of intelligence theory and creativity theory.  I shall discuss emerging 

scholarship that offers an Indigenous cultural perspective of intelligence and creativity, 

and socio-historical research that contribute to this discussion.  I shall endeavor to 

interweave four vectors of scholarship: cognition, creativity, culture and intelligence into 

a whole fabric.  

Gardner in his investigation, Creating Minds (1993), supports his 

multidisciplinary approach to understanding intelligence and creativity from Noble Prize-

winning immunologist, Peter Medawar:  
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The analysis of creativity in all its forms is beyond the 
competence of any one accepted discipline.  It requires a 
consortium of talents: psychologist, biologists, philosophers, 
computer scientists, artist, and poets would all expect to have their 
say.  That creativity is beyond analysis is a romantic illusion we 
must now outgrow. (p.36) 

 
Creativity researcher, LeoNora M. Cohen (2003) describes the “journey” towards 

an understanding of creativity as “difficult because the terrain is so complex” and she like 

Gardner underscores the necessity of soliciting the research efforts of multiple 

disciplines.  

 
Bedrock: Multiple Intelligence Theory and 

Vygotsky Socio-Historical Theory 
 

Howard Gardner proposes the definition of intelligence that informs my research 

in his book, Intelligence Reframed, (1999) written nearly twenty years after his initial 

research in Multiple Intelligence theory (1983).  Gardner’s evolving definition embraces 

"culture" as a seminal element in intelligence development.  He defines intelligence as a 

“bio-psychological potential to process information that can be activated in a cultural 

setting to solve problems or create products that are of value in the culture” (p. 33). How 

one acts, reacts, and perseveres in one’s specific socio-historic period and cultural reality, 

therefore, will have great weight in the probability toward achieving success in one’s 

field of creative expression.  

The inclusion of culture in Gardner’s theory of intelligence occurred after he 

reviewed the socio-historical theories proposed by Russian psychologist, Lev Vygotsky 

(1964),that emphasizes the role of culture and the social and historical circumstances of 
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the individual in the development of the human personality. Vygotsky's socio-historic 

theories can be described as an expanding range of concentric circles.  The individual is a 

product of the community, culture, and the historic era of their creative activity.  Self- 

identity evolves over four levels of history: the general history of humanity, history of 

individual societies, life-history of the individual in society, and the history of a particular 

philosophical system.  In this case study, Ray identifies himself with a classical arts 

community, a university community and his indigenous Dineh or Navajo culture and its 

philosophy.   

“Multiple Intelligence” theory (1983, 1999) contributed to the creation of a new 

paradigm for understanding intelligence.  Gardner emphasized the multifaceted nature of 

intelligence and how it functions in various domains and how it reflects and responds to 

cultural and historical dynamics.   Multiple Intelligence Theory and  socio-historical 

theory developed by Lev Vygotsky (1962?) contribute to the evolution of intelligence 

research by interweaving the two most debated factors for determining intelligence in 

western psychology: hereditary (“nature”) and environmental (“nurture”).  

 

Intelligence: Historical Perspectives 

  
 The European scientific community initiated its examination of intelligence with 

the publication of  Sir Francis Galton book, Hereditary Genius, in 1869. Galton expanded 

upon the evolutionary themes expounded by his cousin, Charles Darwin.  Galton wrote 

about certain eminent men of Europe in which he supported Darwin’s idea of “survival of 
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the fittest” and summarized his investigation stating that heredity is the chief determinant 

of an individual’s intelligence.  Galton’s seminal thesis became the foundation of the 

“hereditary” or “nature” psychometric view that intelligence comprises one or more 

stable, fixed entities in the brain and that it is an immutable characteristic of the 

individual.     

A century later, Alfred Binet (1969), wishing to distinguish between “dull” and 

“normal” students in Parisian schools, developed a scale or test that provided him with 

school achievement indicators.  He then worked to devise curriculum that would assist 

the “dull” students in raising their “mental age” or abilities. 

At Stanford University, Lewis Terman utilized the English translations of the 

Binet scales to develop the Stanford-Binet Intelligence test.  Terman (1916) developed a 

new method of scoring which required a calculation of the ratio between mental and 

chronological age which is then multiplied by 100 arriving at an “intelligence quotient” 

or IQ, a fixed and unitary quantity. 

Terman admired the work of Galton, and this deference toward hereditary 

(“nature”) indicators of intelligence influenced the design of his longitudinal studies on 

gifted children.  The major critique of the study is the sample: 1,500 boys and girls with 

IQ scores above 130 from the 1920s through 1955 and all from middle-class white 

families, although other diverse populations were available for the study. This exclusion 

in Terman’s research and in the field’s reliance upon a single score intelligence quotient 

or “IQ” score, prompted researchers to investigate the environmental factors (“nurture”) 

of intelligence. (1959) 
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Challenges to IQ  

In 1938, psychologist L.L. Thurstone, challenged the single-score concept of 

intelligence and theorized intelligence as comprised of seven “primary mental abilities”: 

verbal comprehension, word fluency, number facility, spatial visualization, associative 

memory, perceptual speed, and reasoning. The IQ score neglected to detect these 

independent aspects of intelligence.  

The “Structure of the Intellect” construct developed by psychologist, J.P. 

Guilford, enlarged upon Thrustone’s (1938) initiatives and he differentiated and 

classified 80 distinct factors of intelligence.  His work illustrates the complex nature of 

intelligence that criticizes the reliability of the Stanford-Binet measurement of 

intelligence as a quantifiable element.  

 

Intelligence Component or Measurable g of IQ  

It is a blessed certainty for humankind that giftedness in abilities, sensitivities, talents, 
and proclivities is multidimensional in its origins and expression in all populations.      
Arthur R. Jensen, “The Mental Chronometry of Giftedness” (2004) 

 
  
 Arthur R. Jensen seems an improbable author of the above quote for he is a 

veteran of nearly four decades of research on the “mental component g”  that many 

brain/mind researchers do not believe is measurable; the mind/brain simply does not 

operate in ways that western science can measure. (Sternberg, 1988; Chalmers, 1997) 

Jensen notes that “only an explanation in terms of neurophysiology, yet to be discovered, 

can provide a really scientific answer.” (2004) 
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 The g factor theory is linked to a biological concept “. . . reflecting genotypic 

individual differences in certain physical properties of the brain.  The high heritability of 

g-loaded tests such as IQ indicates that a substantial part of the population variance in g 

is attributable to genetic factors” (Jensen, 2004).  This proposition is the basis for much 

of the controversy as regards intelligence measuring that has had significant social 

implications on American public schooling and minority school populations. The main 

objections of psychometric tests is delineated by Gardner: first, such a test privilege a 

narrow range of mental abilities; second, such tests are not “intelligence-fair” i.e., they 

require individuals to demonstrate thinking and problem-solving only through notations 

or language, rather than in actual demonstrations utilizing materials of a domain; and, 

finally, psychometric tests too often strip away domain-relevant contents in which valued 

problem-solving occurs. (1993, p.21) 

Regardless of this restraint, Jensen and others such as the authors of The Bell 

Curve, Herrnstein & Murray (1994), do continue to campaign for defining the g factor 

that will differentiate intelligence capabilities related to genetic or “nature” arguments of 

the intelligence debate.    

A New Paradigm for Envisioning Intelligence 
  

In the 1980’s, Robert Sternberg challenged the field of psychology to review their 

preoccupation with testing, pointing out the limitations to this trend: “…if intelligence is 

constantly changing, or even potentially changeable, what good could the tests really be? 

With scores changing all over the place, the tests’ usefulness as measures that can rank 
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and order individuals in a stable way over time would be seriously challenged.” (1983)  

Sternberg requested rather that the field improve its definition of intelligence.  

A new paradigm for defining and analyzing intelligence proceeded from this 

challenge and is developing through interdisciplinary research of educational 

psychologists, international educators of the gifted, philosophers, and neurobiologists.  

Among the educational psychologists that impact this study is the work of Howard 

Gardner, David Feldman and Robert Sternberg. 

Sternberg’s Intelligence Theory  

Sternberg’s (1988) contribution is his triarchic definition of intelligence 

proceeding from his work in cognition and information processing. Sternberg relates 

intelligence not with a response to an item on a test but to what is connected to an 

individual’s real-life experiences.  Sternberg’s theory defines intelligent behavior as 

involving adaptations and conscious selections in shaping real world environments: “ In 

this case the person makes changes in the environment he or she is in, in order to improve 

its fit with his or her abilities, interests, values, etc., and to capitalize on his or her 

strengths, and compensate for his or her weaknesses.” (p. 18) 

Sternberg’s intelligence model presumes that the person performs intelligently 

because he has the agency by which he can perform with intelligence.  This may not be a 

possibility if the life situation is compromised by a deterioration of fundamental primary 

needs of survival as proposed by Maslow (1964), then Maslow’s self-actualized man that 

coordinates with Sternberg’s parameters of intelligence, cannot be rendered by certain 
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members of a society.  A social dilemma or great import occurs when gifted individuals 

of a society cannot achieve their potential because the disciplines meeting the demands of 

Maslow’s basic needs require inordinate energy for survival. Ray recalls that in his 

sophomore year he was financially challenged with depleting funds that preoccupied his 

thinking and creativity, his grades fell and he was placed on probation.  Not until these 

basic Maslow needs were satisfied did he find himself in a mental atmosphere conducive 

to creativity and learning and he quickly regained his high academic standing. (DCM/Ray 

Interview: Tucson, May, 1998). 

 

Social Dilemmas of Gifted Individuals from Involuntary Minorities 

A social anthropologist who examines the realities of Maslow’s basic needs 

effects and pressures of social acculturation upon American school minority populations 

is social anthropologist, John Ogbu (1990).  He proposes that there are both “voluntary 

and involuntary minorities” within diverse cultures.  Ogbu states that in an "involuntary 

minority" such as the Native American culture, original ideas of education are not 

presently or historically in agreement nor supportive of the major purposes of American 

education and its method of defining and supporting intelligence: 

Sternberg’s assumption that an intelligent person can change his situation and 

develop new ideas disregards pertinent socio-historical realities. The results of this theory 

are summarized by gifted education researcher, Mary Frazier:  

For almost a century, beginning with Terman's study, children not 
fully recognized and served in gifted programs have been classified by 
their minority group status; their cultural and ethnic group membership 
when it differs from the mainstream cultures; the social and economic 
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poverty that characterizes their families, schools, and communities; their 
gender, especially female; and their limitations in the use of the language 
or their lack of ability to speak the language of the mainstream culture.  
Beyond these groups are also those children who process information or 
are responsive to education in unique ways, be it because of their high 
level of creativity, their extraordinary intellectual ability, or their different 
behaviors that may cause them to be labeled as emotionally disturbed or 
underachievers. (2000) 

 
According to Indigenous educators (Cajete, 1996, Stuart Tonemah, 2000) Native 
American parents feel ambivalent about the foreign world of formal schooling.  They 
realize that their children must contend with the mainstream society and its education 
system, but they do not want to children to sacrifice their cultural identity and values 
in the process.   

 

Developmental Perspectives in Intelligence Research 

David Feldman examines intelligence through a developmental perspective by 

extending Jean Piaget’s seminal research in this area. His analysis underscores the 

complexity of this uniquely human phenomenon, intelligence: 

Development does not simply proceed inside the mind of the individual-
stages are not inside anyone’s head-but as a result of complex, dynamic 
processes of coordination, change, adjustment, and new coordination among 
the individual, the physical environment, the crafted world, and the social 
milieu. Although this process is extremely complex and ever changing, it is 
also controlled and lawful. (1994 p.109) 
 
Feldman contributed the concept of “co-incidence” to Piaget’s 

developmental schema.  Co-incidence is an evolving cultural context within the 

individual.  Co-incidence occurs when unusual ability coincides with a nurturing 

environment and excellent teaching along with a socio-historical perspective or 

zeitgeist (the general intellectual, moral, and cultural climate of an era) that 

supports the trajectory of talent development as in the decade of 1980-90 in western 

societies supporting mathematical intelligence.  Since Feldman views human 
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cognition as a developmental reality, he places creativity as the ultimate expression 

of this developmental trajectory.  Feldman’s work supports both “nurture” factors 

of a socio-historical perspective and Sternberg’s real experience criteria. 

Multiple Intelligence Theory 
 

Gardner responded to the challenge to create a new paradigm for intelligence 

research with his development of his theory of  multiple intelligence. (1983, 1993, 1999).  

Gardner, in considering a candidate mental ability as an “intelligence,” required that the 

candidate mental ability meet several criteria: a potential isolation through brain damage, 

existence of special populations like prodigies, evolutionary 

Probability responding to the natural world, distinct core information-processing, 

encoding symbol systems that insure encoded cultural information, a distinct 

developmental path from childhood expression to mature expertise, experimental 

psychological tasks concerned with simultaneous processing, psychometric investigations 

separating linguistic and spatial abilities. (Gardner, 1999)  

 

Gardner designated nine intelligence domains that meet these criteria.  Seven were 

designated in his initial investigation in the 1980’s.  Nearly two decades later, he 

designated the “naturalist domain” and “existential domain.”   Gardner determined that 

all individuals have the potential to achieve in all the intelligence domains but would vary 

in their strengths as determined by socio-historical cultural realities.  
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The culture would provide the opportunities to develop this intelligence domain 

because it would support the process of schooling and reward achievement in this 

domain.  American schooling provides support for logical-mathematical domains in 

relation to material sciences and linguistic domains in relation to argument and heuristics 

but not to oral language or theatrical presentations.  It should be noted that many oral-

centric societies rely on these expressions for vital communications (Dissenayake 1999, 

Gacheru 2000).  

Innate ability, motivation, and opportunity are the three elements Gardner 

indicates that are necessary for success in establishing cultural achievement within an 

intelligence domain.  Essentially, this achievement is a measure of success within the 

parameters of the domain. Whether a person is creative within this domain cannot be 

determined by the expression of intelligence.  Gardner (1993) reviewed creativity 

subsequent to his Multiple Intelligence Theory and determined that creativity and 

intelligence were different mind/brain functions and that they were evaluated by different 

cultural criteria.  

 

Nurture – Socio-Historical and Cultural Perspectives 

 

Recognition that intelligence is also defined by environmental factors (“nurture”) 

is supported by educational anthropologist E. M. Bernal (2000) and Michael Cole (1999) 

who caution that an evaluation of intelligence without appropriate consideration of the 

definitions of talent and ability that are defined by those cultures lacks validity.  The 
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recognition of culture in a multicultural society like that of the United States has led to 

devising other methods of assessing intelligence that minimizes the IQ score. 

Gifted educator and researcher, Joan Smutny notes that “Gifted programs need to 

consider the predicament of parents who sense a cultural cost to success in the American 

schools, and enable them to maintain their role as primary nurturers of their children's 

special talents.” (2000)  Greg Cajete presents the case for the special minority of 

America’s Indigenous population:  

Rather than being pro-active and truly self-determined in their 
efforts to educate themselves, Indian people continue to struggle with 
modern educational structures, that are not of their own making, but are 
separated from, and compete with, their traditional form of education.  
There continues to be an educational schizophrenia in Indian education as 
it exists today. (1994 p. 218)   
 

The American Indian, as noted in the opening remarks by Luther Standing Bear, 

is not without knowledge of what constitutes intelligence.  Luther Standing Bear further  

describes how it is that exceptional Lakota people are virtuous, an essential quality in a 

gifted individual: "The people of this class did not believe in waiting to be called upon to 

give aid, but took pride in seeing that they were never asked. By anticipating the needs of 

certain ones in the band the condition of want never came to exist."  

The nurturing of intelligence through the cultural construction of American 

schooling has not been responsive to this cultural dilemma of difference of the Indigenous 

American school population, because the fields of educational psychology and education 

have only recently begun to research and understand the importance of culture and the 

“nurture” aspect of intelligence.  
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Creativity  
 

 
 Creativity in many cultures has been linked with intelligence as evident, for 

example, in Luther Standing Bear’s description of “gifted Lakotas.”  When western 

science campaigned to measure and define intelligence, it correlated the intelligence 

measure or IQ with creativity relying on historical evidence as presented in Galton’s 

biographies of eminent European men who were not only considered intelligent but, by 

that very fact alone, they were considered creative.   

What the “intelligence quotient” provides is the foundation for a person’s 

intelligence to be measured upon one’s ability to acquire the skills of a particular mental 

capacity, for example, mathematics and music, but the more salient attributes that mark 

an intelligent person as an evolutionary or revolutionary creator within a domain cannot 

be measured by IQ.   

Gifted educators, E. Paul Torrance and Gardner, note that members of each 

intelligence domain develop a specific culture that requires a broad interpretation of that 

intelligence domain.  These members are called the “field” and they are often responsible 

for the zeitgeist, the environment that promotes creativity.  The “field” may also be 

responsible for stagnating the intelligence domain with stagnant conservatism as was the 

case of Einstein in science and Martha Graham in dance.  

 

Creativity: The Center Point in Indigenous Education 

Creativity is the center point in the education mandala that Greg Cajete devised to 

graphically exhibit his analysis of creativity in the life and expression of Indigenous 
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education. Creativity is an expected potential of every Indigenous person.  The 

expression of it can be evolutionary, i.e., extending the work of the ancestors, or it may 

be revolutionary as in developing ideas in new directions, for example, the architecture of 

the National Museum of the American Indian in Washington, D.C. which opened in 

September, 2004.   

This center point of creativity in the very being and beginning of an Indigenous 

person is considered to be a birthright. Because of the dominance, however, that the 

American schooling culture has on  Indigenous education, Cajete reports that it takes at 

least two months for his secondary school students to reject the former parameters and 

begin an original journey and to work confidently from their creative centers (Cajete, 

2002 personal conversation).  

History of Creativity Theories in Western Science 

 

Creativity in western psychology has suffered from many opposing theories; it 

has been alternately considered a “regressive” trait and the “penultimate state” of the 

human mind/brain expression. Defining and measuring creativity has proven to be an 

enigma to science as a review of 20th century psychological history reveals.   

Creativity was first linked to the Unconscious by Freudian psychologist, Ernest 

Kris (1952).  Kris explained that creativity was a regressive process and that it was lower 

than rational, logical thought processes. 
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Creativity Evolving from Regressive to Penultimate 

Creativity as “regression in the service of the ego” dominated psychiatry and 

psychology until Lawrence Kubie (1953) designated the Preconscious and not the 

Unconscious as the location responsible for creativity.  He argued that the Preconscious 

has the flexibility for creative thinking.   

Creativity evolved from a regressive trait of mind to a healthy and adaptive trait, 

although the initial relationship to the Unconscious stimulated popular conceptions of the 

creativity process, assigning it to the extremes of mental manifestations such as 

neurological malfunction and madness. Gardner examines this link to irrationality and 

madness in his work on creativity that came as an extension of his Multiple Intelligence 

Theory.  Gardner discovered an “emerging concept” that he named “fruitful 

asynchronicity” that elucidates the relationship between Subconscious (lower than 

rational thought) and held that creativity was a most superior expression of mind.  This 

concept of fruitful asynchronicity is more fully discussed in the chapter by the same name 

later in this dissertation. 

Psychiatrists that promote creativity as a healthy and adaptive trait include Rollo 

May (1975), who states that creative thinking is the ultimate expression of the mind and 

that it indicates the highest degree of emotional health important for normal people to 

actualize themselves.  Silvano Arieti (1976) defines creativity as “binding together of the 

primitive, irrational forces of the Unconscious with the logical, rational and cognitive 

mechanisms of the Conscious mind.” The present studies about Consciousness, 
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particularly in the field of Philosophy, continue to discover the correlation between 

consciousness and creativity (Chalmers, 1997). 

Creativity  Zeitgeist  

The work of Getzels and Czikszentmihalyi in the 1960's on painters began a 

mounting interest in Psychology concerning creativity. Czikszentmihalyi continued his 

investigations into Art and that led to the development of his question of not what is 

creativity but “Where is Creativity” (1999).  He maintained that a particular zeitgeist, a 

particular set of circumstantial elements in the time and place and that the socio-historical 

reality provided the best circumstance for creativity to flourish.  Several examples that 

illustrate Where is Creativity are the Florentine school of Renaissance painting, the 

development of classical music and ballet in the late period of Czarist Russia, and the 

Parisian culture of Montmarte.  The zeitgeist provided mental cross pollinations as with 

that of science and art so that Impressionist painters understood scientifically their 

manipulation of light, and, scientists began to understand the relative perspectives of 

cubist painters which prepared them for the development of Quantum Mechanics in 

Physics. 

Howard Gardner developed the Multiple Intelligence Theory during the decade of 

the 1980’s and began investigating the processes involved in creativity through his 

several research projects of the early 1990's. Creating Minds (1993) further elucidated 

Gardner’s primary ideas of intelligence through a case study investigation of seven 

creative masters where he sought to “illuminate the nature of their own particular, often 

peculiar intellectual capacities, personality configurations, social arrangements, creative 
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agendas, struggles and accomplishments.”  (p. 6) Gardner investigates the lives of a 

creative individual endowed with an extraordinary competency in one or more dominant 

intelligence domains.  It should be noted that Gardner is investigating not a discrete 

measure of an intellect but “personality configurations and social arrangements” that 

reflect the concentric circles of Vygotsky’s social-historical theory.   

 

Creating Minds: Illustrations of Multiple Intelligence Theory 
 

Gardner sought to understand intelligence as it is exhibited by revolutionary 

creative minds of the 20th century.  Though this investigation, Gardner expected that 

themes would emerge that would provide the field with a template by which one could 

investigate creativity in each domain of intelligence.   

The coincidence of Gardner choosing Martha Graham as his case study and Ray's 

personal identification with the “Graham technique,” her aesthetics and dance philosophy is 

propitious for this investigation.   Because of his aesthetic attraction to Graham's work, Ray 

privately studied Graham's work and adapted the Graham technique to inform his senior 

project.  This co-incidence of Martha Graham, Howard Gardner’s Multiple Intelligence Theory 

and Ray, the subject of this case study, is significantly relevant to the idea of the “full circle” 

philosophy found in American Indian education (Cajete 1994, p. 154).  Here, then, is a “supra” 

activity that occurred, a coherence of serendipity that suggests Arieti’s “magical synthesis.”  

   Kiowa Indian poet, N. Scott Momaday suggests that creative people have a 

“blood memory”; that Indigenous peoples especially maintain a relationship to a “blood 
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memory” because their creative expressions are deemed to be sacred.  He points us to the 

first aboriginal expressions of creativity: the extraordinary cave paintings of Alta Mira 

which he links to a blood memory: “From whatever point of view, we perceive in this 

ancient art the first realization of art itself, and in our blood we remember our earliest 

experience of form, symmetry, color, and beauty and, we are given the immediate gift of 

wonder, astonishment and delight.”(1998 p. ) 

Kevin Locke, a Lakota Sioux performing artist of traditional and contemporary 

Great Plains music and dance (2000), provided a definition of creativity in a publication 

of the Alden B. Dow Creativity Center that echoes the sentiments of Luther Standing 

Bear:   

 “I believe that inspiration/creativity is something that is all around 
us and is continuously being poured down upon us, like rain.  We only 
have to be receptive to it and like a cup standing upright, it receives its 
portion full; but if it is on its side or upside down, then it is portionless.  
Things like prayer and good deeds increase our ability to receive.”  (2000, 
p.60) 
 

 Kevin Locke as did his ancestor, Luther Standing Bear, associates prayer and 

good deeds with the ability to be inspired and creative.  Luther Standing Bear emphasized 

the importance that gifted individuals of his society by virtue of their perspicacity 

provided for other members of their society: "The people of this class did not believe in 

waiting to be called upon to give aid, but took pride in seeing that they were never asked. 

By anticipating the needs of certain ones in the band the condition of want never came to 

exist."(1933 p.131)   The Indigenous perspective of creativity, imagination and social 

responsibility expresses a cultural context that has not historically been included with 
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contemporary definitions.  There are developments in scientific thinking and research, 

however, that indicate a confluence of these perspectives.  

 

Intelligence and Creativity: A New Conceptual Relationship 

 Psychological research in creativity has linked this mental process with superior 

intellectual capability. It was presumed that if one exhibited a high IQ that one also 

would be creative. Gardner (1993) separates these two activities of the mind: cognition 

and creativity. Gardner notes that within the case study literature produced by Terman, no 

high IQ and creativity link can be substantiated. (1983)   Creativity, he maintains, cannot 

be measured in any quantifiable test.  It, however, can be observed and analyzed within 

individuals as shown in his case study investigation of seven creative masters.  

  While maintaining that a high IQ score does not indicate creativity in individuals, 

prominent researchers in the fields of cognition science, philosophy and biology do find 

reasons to link creativity and intelligence with the new concept, that of creative 

intelligence (Cohen 2004, Chalmers 2000, Wilson 2000).  This development offers a 

complimentarity to Indigenous philosophy as it concerns human competency or 

Giftedness. 
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Complex Terrain of Creative Intelligence 

I never thought of myself as being what they call a genius. I don't know what 
genius is.  I think a far better expression is a retriever, a lovely strong 
golden retriever that brings things back from the past, or retrieves things 
from our common blood memory.  

 Martha Graham, Blood Memory (1991p.16) 
   

Questions as to how intelligence is constituted, culturally expressed, evaluated 

and, its relation to creativity, are in renewed debate.  Because of the complexity of the 

field of intelligence and creativity research, contributions from other fields such as the 

Arts as illustrated in the autobiographical reference to Martha Graham, are valuable 

sources of information. One reason that Ray consented to participate in this investigation 

stemmed from his personal interest in Creativity.  Ray contributed the aforementioned 

quote on “genius” from his query into what Martha Graham wrote on the subject from 

her autobiography.    Graham recounts a conversation she had with her collaborator, the 

French composer, Edgar Varese.  Varese addressed Martha, saying: “Martha, all of us 

are born with genius, but most people only keep it for a few seconds."   Martha 

interpreted his comment as suggesting:   . . . he meant that curiosity that leads to the 

search for the secret of life.  She continued to explain what this comment meant in her 

search for genius among her students: That is what tires me when I teach and come away 

alone. Sometimes you will see a person on the stage who has this oneness with himself; it 

is so glorious, it has the power to stop you.   Then she returns to the question of her own 

genius as if she had been thinking about it “in the back of her mind” or in her un-

conscious mind: I never thought of myself as being what they call a genius. I don't know 

what genius is. (1991, p.16) 
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 Ray contributed this quote because he believed it was an approximate expression 

of how he would define “genius.” He particularly noted the aptness of the metaphor of 

the “golden retriever.” Martha Graham is a direct descendant of Miles Standish of the 

first Puritan colony in Massachusetts (1620), and she is inspired by the American 

Southwest landscape and culture, Ray’s ancestral home.  Ray feels that his designated 

distant mentor, Martha Graham, and he hold mutual possession of a “golden retriever” 

and “blood memory.”   

 

Creative Intelligence: A New Conception of Intelligence and Creativity 

Creativity researcher, LeoNora M. Cohen (2003), developed a conceptual link 

between intelligence and creativity.  She proposes that there is a brain-mind function 

which she names, creative intelligence: “The term creative intelligence reflects one’s 

highest aspirations for the development of the human brain-mind system; the most 

complex system in the universe.  The search for understanding of this system encompasses 

creative, critical, affective, intuitive, and motivational aspects of mind, just to name a 

few.” (Ibid, p. 3)    

Biophysicist, Lewis Thomas, observes: “There is to be sure a brain, a machine,” 

but he notes that early 20th century psychologists attached that “machine” to experience in 

a “reflex-fashion,” thereby separating the brain machine from “thought” and, thus, 

followed the fixation with psychomeasurement or IQ .  

The mind-brain connection or the concept of creative intelligence is awaiting new 

research in brain explorations due to the scientific capability to scan the brain and 
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identify different intelligence areas or functions.  While much will be discovered and 

defined by scientific means, the compelling question of Conscious thought, cognition that 

Lewis Thomas observed was avoided by the machine metaphor is a more subjective 

challenge for creative intelligence researchers. 

 

Consilience: Bridging Cultural Perspectives 

 Two thinkers that provide consilience with the divergent perspectives about the 

“life of the mind” and its expression in intelligence and creativity are the Indigenous poet 

and Pultizer Prize-winning author, N. Scott Momaday and biophysicist and medical 

doctor, Lewis Thomas.  I was introduced to the scholarship and research of Lewis 

Thomas in an “Oral Traditions” class conducted by Momaday.  In these classes, we 

explored the manner of thinking and approach of the Indigenous peoples of the North 

American continent. Also, we discussed,  analyzed, and compared Thomas’ perspectives 

from biophysics and the modern understanding of the brain with the wisdom Indigenous 

thinkers preserved in their oral traditions.  

In  The Fragile Species (1992), written after a distinguished career in medicine 

and biophysical research, Thomas offers contemporary perspectives from Quantum 

Mechanics and Symbiotic Biology that uphold the Indigenous cultural views. He 

underscores the majesty and mystery of Nature and natural laws: “Nature is an immense 

mechanism, operating itself in accordance with the laws of physics.  Our intelligence and 

our brain exist because of the operation of those laws, set in place on what we like to see 

as the pinnacle by the beneficent operation of chance and quantum mechanics.” (p. 29) 
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 Thomas accepts the prevailing dichotomy between the brain (machine) and the 

mind (seat of the intellect and creativity). He reviews with subtle irony the brain/mind 

research of the first half of the century; the behaviorists separate the brain machine from 

“thought,” and they find no place for thinking but “in the realm of something disreputable 

called “mentalism.”  “Mentalism” to the behaviorist scientist, Thomas observes, is the 

“professional term for fantasy, a waste of time for intellectual effort, especially when 

there is no such thing as intellectual effort, only more automatic reflexes to 

contingencies.” (Ibid)  But Thomas finds that relating “mentalism” with fantasy is “good 

news.” In a lighthearted yet serious manner of a senior researcher, Thomas proclaims: “I 

have a vote in this, and I vote for living.  I suggest that the medal forebrain bundle carries 

the impulses, coming in from cells all over the body, bearing the news that they are alive.  

Simple as that.” 

Thomas finishes his examination of the “life of the mind” by playfully exhorting 

his fellow researchers in biophysics to consider Nature and Aesthetics when examining 

the mind and its intelligent expressions: 

 “ . . . allow for the pure fun that ravens have swooping down in the winds 
along the sides of mountain cliffs and put in a mechanism that can handle 
the inside of the messages conveyed both by the Fourteenth Quartet and 
the fourth movement of the Missa Solemnis, when the violin and the 
human voice suddenly turn into a single voice, and install the receptor for 
that word in that line of that poem, that jolt of that image.   
Take into account the need of an organism to know for sure that it is alive.  
In short, make the game worth playing, for all the players.” (1992 p. 37) 

 
Thomas wants us to “make the game worth playing, for all the players.  All the 

players includes the Earth and the human species that affect it.”  Momaday considers how 

“A First American Views His Land” in an essay by the same title and writes: “The 
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contemporary Native American is a man whose strong aesthetic perceptions are clearly 

evident in his arts and crafts, in his religious ceremonies, and in the stories and songs of 

his rich oral tradition” (1998 p. 34). And, he continues to explain that the Indigenous 

“First American” echoes the contemporary sentiments of Thomas: “This comprehension 

of the earth and air is surely a matter of morality, for it brings into account not only 

man’s instinctive reaction to his environment but the full realization of his humanity as 

well, the achievement of his intellectual and spiritual development as an individual and as 

a race.” (1998 p. 35) 

This consilience of modern western science with ancient realities that Momaday 

(1998) expresses in his essay, “The First American Views the Land” validates the 

definition of an intelligent and gifted person as proposed by Luther Standing Bear.  This 

intelligent, gifted person is not a narrow intellectual, capable of performing a discrete set 

of skills in a particular domain of intelligent thought, but  an individual responsive to the 

sacred task of performing the duties that one’s talents and creative intelligence have led 

one to excel and to perform them with both self-knowledge, cognition, and a cultural 

knowledge of the symbiotic relationship to the Earth, ancestors, present society and 

future generations with confidence and humility.  

 My inquiry enters the “complex terrain” of creative intelligence research.  This 

descriptive study focuses on how Ray constructs knowledge and expresses his knowledge 

in his creative work and what pedagogy contributed best to his development within the 

zeitgeist of his cultural reality. 
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CHAPTER 3 

METHODOLOGY  
 

 Advances in case study research in the social science and education fields, 

emphasize a collegial partnership with the participating parties whenever possible.  

(St. John 1994, McBeth 1999)  This method of research is espoused by the American 

Indian community, which has had a difficult history with anthropologist of 20th century 

(Deloria 1972, and personal conversation with Sekaquatewa 2004,).  I have, therefore, 

sought the guidance of prominent researchers in American Indian Studies and 

ethnographic studies in education from whom I have received instruction either as a 

student in their graduate courses or through conversations as a fellow research colleague.   

A researcher’s reflective journal was employed to chronicle events, ask questions, 

and illuminate the thinking of the researcher in relation to the investigation, and, to assist 

in the analysis of the interview data. (Ken Goodman, 2005, personal conversation)  The 

wisdom of these colleagues is reflected in the method of recording and reporting, 

analyzing and interpreting the answers to the interviews developed for this case study.     

 

Life Course Perspective Template 

 This investigation is based upon the study of creativity by Howard Gardner and 

published in his book Creating Minds (1993). I have adopted Gardner’s template as a 

guide in formulating the interview questions that might produce the information that 

would answer the principal research questions: 1.) What can be learned about cognition 

and creativity and its processes from the analysis of information garnered in this case 
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study investigation by using as a primary investigative tool a set of meta-cognitive 

questions designed to follow Howard Gardner’s template for creativity analysis devised 

for his creativity study based on Multiple Intelligence theory (1983,93). and  

2.)  How useful is Gardner's template in understanding creativity from an indigenous 

minority student different from the models used by Gardner to develop his template? 

  In Gardner's study of creativity, Creating Minds (1993) he examined creativity in 

seven people who exemplify each of the seven intelligence realms he developed from his 

previous study on intelligence, Frames of Mind (1983). From this investigation Gardner 

formulated a framework, the "Life Course Perspective: A Framework for Creativity 

Analysis" by which he believes that other creative lives can be examined.   

The “Life Course Perspective” framework is divided into four sections:  

(1) The Child and the Master, the relationship of childhood years to the mature 

development of creativity; (2) The Creation of a Work, an analysis of major creations that 

reveals intelligence capacities; (3) The Creator and the Field, the interactive perspective 

of creativity within a socio-historical context; and, (4) Fruitful Asynchronicity, a 

particular creative activity that contributes to the evolution or revolution in a field.  I 

choose to use this particular framework in examining and analyzing the processes that my 

case study, Ray, utilizes in developing his intelligence and creativity.   
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Organizing Framework for the Analysis of Creativity 

 

 I present the four sections to Gardner's template beginning with a general 

description of the section and how I apply the templates to Ray. 

1) The Child and the Master 

Gardner asserts that the quality of early childhood years is essential to the 

future development of talent.  He looks for his subject’s relationship to the 

physical, social and personal world.  He deems that “the very process of 

discovering themselves become models for later exploratory behaviors, including 

efforts to probe phenomena never before conceptualized.”  He writes also of what 

developmental researcher, David Feldman, has identified as a "crystallizing 

experience." (1993, p.32)  A “crystallizing experience” occurred when Martha 

Graham is told by her psychologist father that he knows when she is lying to him 

because of her movements: “You know Martha, movement never lies.” (Gardner 

1993, p.123)  Graham would use this “crystallizing experience” of her encounter 

with her beloved father and his assessment of the true reality of her interior state 

of being, as a basis for her revolutionary dance creativity.  She repeatedly asserted 

in her notebooks and her public pronouncements that “Movement never lies.”   

1a)   Investigating Ray’s early childhood may reveal what Gardner calls 

his "capital of creativity."  Since Ray’s early childhood occurred in his 

traditional environment, these seeds of creativity germinate despite the 

intrusions of a different culture.  
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1b)  How Ray is able to successfully translate or transmediate his 

"capital of creativity” may assist educators of multicultural Gifted & 

Talented students in understanding and nurturing creativity in the early 

years. 

2) Creation of a Work 

Gardner investigates the "breakthrough" creation of his selected 

subjects.  "Consistent with a cognitive perspective, I attempt to re-create 

the mental model, the representational map that each individual formed 

about the chosen creative task."  (1993, p.36) 

2a) The meta-cognitive questions in the interview center upon the 

creation of his award-winning senior capstone project: The Reign of 

Changing Woman.   While it should not be presumed that this work is of 

the same quality of "breakthrough" creativity of Gardner's subjects, this 

work acts as a central point of "cognitive investigation" as outlined by 

Gardner.  

2b)  In my attempt to "re-create" the mental model, I shall rely on the 

meta-cognitive statements that the formal interviews provide. Another 

meta-cognitive source of data is Ray’s notebooks kept over the course of 

his university experience chronicling his activities in dance: courses,  

rehearsals, performances and adjunct activities. 
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3) The Creator and the Field 

 Gardner reviews the different ways individuals may master the 

symbol systems of their disciplines, how they work within those systems 

and how, subsequently, this new work affects their field.  He examines 

how artists contribute to their fields in a manner that might be designated 

as evolutionary or revolutionary.   

3a)  Ray is engaging the symbol system of American modern dance.  

Interview questions are directed to reveal his work patterns, acceptance of 

criticism, and self-critiques of his process and products.  Interview 

question will provide information that will identify strategies of cognition 

and creativity that Ray utilizes as he endeavors to master, evolve or 

revolutionize these elements. 

 3b)  Ray's own visions of the future and how he will develop his creativity, 

what obstacles arise within his personal circumstances, culture, and in the 

dance profession will provide an intimate examination of an emerging 

creative artist.   

 

4) Fruitful Asynchronicity 

 Fruitful asynchronicity is a condition of creativity discovered by 

Gardner as an emerging theme in his analyses.  He observes that this 

condition enhances the likelihood of creativity.  Asynchronicity may exhibit 

itself as an unusual talent profile as “when Freud’s acute personal 
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intelligences proved atypical in a scientist.” (1993 p. 41)  This condition is 

also defined as a tension, a “mismatch of taste” as, for example, when 

Stravinsky presented atonal music to an audience desiring waltzes or when 

Picasso followed his lyrical Blue and Rose period with the arresting figures 

and images of Cubism.   Asynchonicity must be fruitful and balanced to 

provide for a provocative creativity.  Multiple instances of asynchronicity are 

optimum for creativity.  

 Martha Graham fought against the conventional forms of dance when 

she endeavored to create with her new vision.  Her activity as a creator 

impacted the dance world forcing “the dance” to take on a new feeling, an 

earthly grounding and an inner expressive explosion of personal gesture that 

defied the “ethereal fairy tale” ballet of the dance arts of her time; she 

defended her newly created aesthetic and technique for decades. She was part 

of a new zeitgeist of modern art, living through an historic era where similar 

explorations were made in music, painting and theatre.   

4a) Ray brings to modern dance, (a novel art form introduced to him in his 

freshman year at the university), a unique cultural perspective, and this may 

be an important element in his contribution to the field of contemporary art 

dance.  Interview questions that probe what exactly intrigues him about his 

creative activity and how he envisions his future in this profession provide 

information that is associated with this particular developmental element.   
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Interview Method: Meta-Cognitive Interviews 

 
The spirit of executing these guided interviews was intentionally open-ended 

with the hope that the interviewees “. . . would let their minds freely wander into open 

spaces where they might conjecture, muse and wonder” (John-Steiner, 1999).  I delight 

that this has occurred and that I am permitted to consider emerging themes beyond my 

initial questions because the case study subject extended his answers as a result of 

review, meditation and additional commentary over a four -year period beyond the 

initial interviews.  A note attached to a packet of interviews that Ray had returned with 

commentary read in part: “Thank you for your ‘gift of Light.’” (June 28, 2001).  This is 

an example of the spirit of interest and collaboration that exists in this investigation. 

The interviews are reported in the style developed by anthropologist, Maureen 

Swartz, in her 1998 account of “personhood” among the Dineh: 

Direct quotes from interviews are presented throughout this book, 
followed by the consultant’s name, the location of the interview, and the 
date of the interview (in the form of month/day/year).  The majority of 
these excerpts appear exactly as they were transcribed including false 
starts and grammatical errors made by myself or by the Navajo people 
with whom I consulted. Near verbatim quotes from interview 
transcriptions are used as part of an effort to present all of us as real, 
multifaceted human beings within the negotiated and contested context 
of the interview experience. (p. xvi) 

 
 

 Schwartz’s style of reporting, especially with the long quotes, provides the reader 

with a sense of the speaker’s language rhythm which gives an added dimension to the 

meaning of the quotes.  This was more vivid to me when I made the effort to read the 

quotes “out loud” as in a real interview.  This exercise provided an experience of 
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“hearing” the voice and, simultaneously “feeling” the presence of the speaker.  Having 

worked intermittently on the Navajo Reservation as a teacher and a researcher for several 

years (1993-2003), I am familiar with the cadence of the English language by Navajo 

speakers.   

This method of interview reporting is recommended in American Indian Studies 

courses.  I concur with Schwartz that the use of verbatim quotes provides lively pictures 

of the “multifaceted human beings within the negotiated and contested context of the 

interview experience.” Sally McBeth (1999) reinforces this method of reporting and 

utilizes it in her ethnographic study of Essie Burnett Horne, a Shoshone educator.  

McBeth notes that “even if the storyteller repeats and circles around, you understand that 

this is Essie’s style and the repetitions give you a sense of authenticity and adamant 

adherence to this source of truth and to the truth itself.” (Ibid p. 8)  I will strive to provide 

the full text interviews to insure authenticity and a clearer path to the truth.  The 

interview questions were created to conform to the scope and sequence of the Gardner’s 

“Life Course Perspectives.” (cf. Appendix A) 

 

Portrait of the Case Study Subject 

The reader was introduced to Ray, the collaborating colleague of this case study, 

in the first chapter through an interview excerpt that was a response to a question 

concerning his self evaluation of his talent.  Ray responded in a manner appropriate for 

his Dineh/Navajo culture, he told a story from his childhood that should alert the 
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interviewer to the answer to the question.  Ray relies on family and the specific voice of 

his grandmother to provide the true estimation of his potential talent.   

The presentation of this scenario introduces significant themes of this study: the 

influence of culture on the development of creativity and cognition, the surmounting of 

dilemmas occurring at the meeting point of different cultures and the receptivity of the 

researcher in collecting and interpreting the qualitative data. 

Another more formal introduction to Ray may be discerned from his application 

for monetary assistance in attending the university from the Navajo Nation.  He begins by 

signifying his birthplace as Fort Defiance, Arizona, he includes his clan affiliation and he 

then provides a paragraph that explains his upbringing: 

In addition to my true cultural self identity [Clan Affiliation] I was raised mainly by my 

paternal family when I was young.  It was through them that I have gained a strong grasp on my life 

and on who I am. I was raised the traditional way with a slight contemporary aspect involved.  As 

far as growing up to about my mid teenage years, I was raised in that fashion.   

My paternal grandmother always told me to be very self conscious of my actions, of what I 

say, of what I think, and of my intentions throughout life.  I know that in the Navajo tradition these 

assets are what is usually stressed.  

There are many stories to be told of our taboos, our existence or origin as a nation, and 

the stories of the mischievous coyote and his crazy ways of life.  I will remember and cherish these 

stories forever as long as I live.  

I come from a tenacious nation like any other,  that will not perish from the face and 

bosom of our mother earth.  We must adapt as a nation to the ways of the anglo people for they 

are no different also, but as Navajos we will not abandon our cultural identity! (Ray, Navajo Nation 

Application, 1994)  

 

  

This description of self was provided to me by Ray in the open ended last 

interview session where he brought in things he thought were important to the 

investigation.  
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The meta-cognitive interview questions and extensive responses will provide a 

richly textured portrait of Ray.  At the time of the interviews, Ray had successfully 

completed his baccalaureate degree in Fine Arts at a top ten research university within 

four years.  He had received several honors and awards from the Fine Arts Dance Faculty 

and the Fine Arts Department.  His senior capstone choreography project was selected to 

be included in the Spring Faculty Dance Program that was attended by several members 

of the Dineh/Navajo tribe as well as the general public.  

 

 Art and Research: Profile of Researcher 

Over the course of time that I have known Ray, from his freshman dance class in 

1994 to his senior capstone project in 1998, and during the private editing of his 

interviews and relevant documents, I have assumed several roles.  I first “saw” Ray at the 

Tuba City (Arizona) Stars Desert Powwow in the spring, 1994.  I was working as a 

researcher Multiple Intelligence evaluations.  The Powwow featured a drama competition 

where Navajo reservation schools presented original plays to be critiqued by such notable 

American Indian film actors that included Gary Farmer (“Powwow Highway”) and Ray 

Studee (“Dancing with Wolves”).  The “Best Supporting Actor” designation was awarded 

to Ray. This made an impression upon me as I remember sitting at an adjacent table to 

Ray during the ceremonies and I witnessed his joy at receiving this award.  It was a 

beautiful night, one thousand attendees, and it being the first time I had attended a 

powwow, everything and everyone, especially a person given an award, made a deep 

impression upon me.  
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I first met Ray in a modern dance technique class in Ray’s freshman year, 1994.   

There were two male students, Ray and M___. who would later perform in Ray’s senior 

capstone project. Soon we all became involved in performances and during rehearsals we 

engaged in informal discussions about dance and dance history.  I witnessed Ray’s 

progress in acquiring a dance art form unfamiliar to his culture.  When he took a serious 

interest in Martha Graham technique, I advocated along with Ray’s mentor for the Dance 

Division support to send Ray to New York City for a “Winter Session” intensive at the 

Graham studios.  I often conferred with Ray on his senior capstone project “The Reign of 

Changing Woman.”  

My education in dance and choreography began in the tradition of the Mariinsky 

Theatre of St. Petersburg under the tutelage of Mme. Dorothy DuPerow, a pupil of  

Mme. Elizabetta Menzelli. This education was in the tradition of ballet art apprenticeship 

that is conferred from teacher to pupil through generations.  It is not unlike 

apprenticeship study in ceremonial art in the Dineh culture.  My advanced studies in 

choreography and classical ballet partnering with G. Thomas Shanton concluded my 

formal education in the dance arts, although I participated in workshops, conferences and 

competitions.   

Most of my classical dance performance and creative experience was centered in 

Boston and New York City.  I maintained a working dance studio, Ballet Dance Theatre, 

in Boston for nearly two decades.  I collaborated with award-winning composers, The 

Composers in Red Sneakers, as their choreographer for new classical dance and theatre 

works.  
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Along with this private activity in the dance/theatre arts, I also worked as the  

Educator/Resident Artist in 1992-95 on a National Endowment for the Arts Grant with 

the Boston Latin School.  I have created several curriculums for the gifted programs at 

Greyhills Academy on the Navajo Reservation (Massalski, Basham & Yazzie 1999 and 

Massalski 2000).  I teach and train teachers in the Montessori Method.  I am an instructor 

in the gifted & talented and summer programs for the past two decades with Joan Smutny 

at National-Louis University in Chicago. 

I am a mature performer, but my capabilities as a dancer were very different from 

the young aspirants in the dance classes at the university upon my return for graduate 

studies in Gifted education.  I was afforded the traditional respect and reverence that the 

Dineh assign to their elders (as I am more than a generation older than Ray).  I did not 

know the full extent of his appreciation and respect for my knowledge of dance and 

theatre arts until I reviewed the interview transcripts; Ray provides a spontaneous review 

of my influence upon his dance art studies.  I had always felt his appreciation and 

knowing this granted to me the confidence to ask Ray to collaborate in this dissertation 

research; I am very pleased and grateful for his contribution.  

 

Interview Process 

After the successful presentation of his choreography The Reign of Changing 

Woman in the Spring Concert that was videotaped and submitted to the UA Dance 

Division archives, Ray and I began the formal interview process.  He was given the 

questions several weeks prior to the interviews.  At each session we met in a library 
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conference room.  We had four sessions over a two week period producing approximately 

nine hours of interviews.  The interviews were conducted in the spirit of creativity 

researcher, Vera John Steiner, (1999) who counsels interviewers to provide an 

atmosphere where in the interviewees could “let their minds freely wander into open 

spaces where they might conjecture, muse and wonder” (p. 19).  An additional session 

was scheduled wherein Ray brought in his notebooks, photographs, and additional 

personal papers he thought were important and would contribute to the research.  

Names of people who are mentioned in the interviews and are seminal in Ray’s 

journey in becoming a dance artist and university student and graduate are not specified 

in this investigation rather the office that they provided such as mentor or dance associate 

will be used.  

 At the end of this period of interviews, Ray went on his end of term, graduate 

celebration vacation.  We resumed communication in the winter of 1999 after he settled 

in northern Arizona, to continue working with an instructor on his classical ballet 

technique and to resume creating choreography.  From the 1999 to 200l, Ray reviewed 

the transcripts of the interviews, made corrections and additions and returned them to me. 

He also reviewed several papers related to our collaboration and drafts of the dissertation 

from 2002-04.  

 Ray has been a collegial collaborator to this work and I am very grateful for his 

interest and enthusiasm.  We have had an expanse of time to review, to meditate, 

contemplate and commit ourselves to this exploration of cognition and creativity as 

explored through these interviews. 



76 

 

Data Analysis 

 The interview transcripts were read and reviewed by the researcher and 

prepared for analysis.  Much of the interview material fell into the pattern of the 

interview question format however a quantity of material in the form of anecdotal 

information due to the conversational mode of the interview question.  These 

responses enriched the portrait of the case study subject, Ray in unforeseen ways.  

They opened up avenues for emerging themes to be investigated.  Ray’s own 

comments on his interview transcripts provided depth of meaning as he was able to 

contemplate and meditate over the question for a second time and to evaluate his 

initial answers.  Those additional comments are noted in the interview references and 

recorded: (DCM/Ray May, 1998, Tucson/Ray, Jan. 2000, Page, Az.).  The italicized 

entry reflects the date and place of the additional commentary that Ray provided in 

his review.  

 The whole of the material was reviewed and aligned with the Life Course 

Perspective framework.  There is much that is not presented in this study.  What is 

presented is the best fit for the purpose of this research at this point in time.  More 

can be presented at future opportunities beyond this dissertation.  

 

Differences and Limitations in this Application of Gardner’s Framework 

  I am aware that the framework developed from this research came from the 

examination of lives that are Euro-centric and who have participated in a culture that 

relies upon scipto-centric cornerstones of knowledge.  My case study subject differs on 
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several accounts: Ray moves within the oral transmission of a tribal society, encounters 

the American education system as an "involuntary minority" and possesses a set of 

cultural values different than that of the Euro-centric predisposition of Gardner and his 

case study subjects.  Ray is also designated as a “creative artist” at the beginning of his 

career by a relatively small field of experts, his university colleagues, while Gardner’s 

case study subjects having lived their lives are historically recognized “creative masters” 

in their intelligence domains.  

These differences, I believe may not be limitations but may be opportunities to 

examine the flexibility of the framework, and, to harvest unique knowledge given Ray’s 

cultural background. This study will help illuminate points of conjunction and tangents 

that will reveal whether this template is a useful tool for the investigation of intelligence 

and creativity in Indigenous American populations.  Differences discovered in this 

investigation could also determine how the framework could be adapted to similar 

populations. 

 

Subjectivity Bias 

I am the principal investigator of this case study.  Since I have had a career in the 

bodily-kinesthetic domain reflected in the dance arts of western culture, I am pre-

positioned to develop questions and responses that might emphasize this bias.  I 

acknowledge this and I also claim that because of this specialized knowledge of the dance 

arts, I might be in the best position to intuit questions and analyze the research.   
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I am not a Dineh.  I do not have an Indigenous American affiliation.  I have prepared 

myself to be a sensitive receptor of Indigenous American culture in two conscious ways: 

I declared American Indian Studies as my Minor subject, and, I have participated for over 

a decade in educational projects on the Navajo Reservations and various other 

reservations in the Southwest.  I am a representative of the majority culture that Ray 

encounters.  I am more than a generation older than Ray and he had treated me as an 

elder, with respect and trust.  I have endeavored to do the same.  Ray and I collaborated 

on this project for several years in his capacity as case study subject, student learner, 

critical reader and commentator.   

 

   Anthropological Research and Intention 

 This investigation has followed the most respected anthropological research 

methods that were available to me through my professors in the American Indian Studies 

and Special Education at the time of the interview process.  Ray has been an active, 

contributing collaborator to this investigation from its inception to its transcript review 

process. I intend to interpret this voice to explore what can be learned about cognition, 

culture, creativity and intelligence through the Ray’s contribution as a Dineh, and a bi-

cultural and bi-lingual university student pursuing knowledge in an academic and artistic 

field different from his home culture.  
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CHAPTER 4 
 

THE CHILD AND THE MASTER 
 

“…that place that Indian people talk about, that place of self-knowing and 
empowerment that forms the foundation for a transformative process of learning and 
creation.” 

 
                                                                                         -  Greg Cajete 

 
 

 The nurturing of creative thinking for an Indigenous child declares educator,  

Greg Cajete, “begins with a deep and abiding respect for the spirit of each child from 

before the moment of birth.”  Indigenous cosmology suggest that the “place of 

emergence,” the center point of Creation and Creativity, is a sacred point established 

before the birth;  it is acknowledged in various ceremonies that attend and follow the 

arrival of the child.  Cajete explains further that the centering place serves in the 

preparation for the journey of learning, based on the understanding of one's creative spirit 

and capacity. Through this orientation, students begin the process of finding their center, 

“that place of self-knowing and empowerment that forms the foundation for a 

transformative process of learning and creation.  (1994, p. 162)  

In essence, Cajete confirms 20th century educator and researcher, Maria 

Montessori’s dictum: “The child is the father of the man.”  Montessori holds that this 

process which she names as the intelligence of Love, is “within and of the child, and that 

the child’s work is to learn how to integrate one’s unique personality first within the 

family and then into the wider venues of the culture.” (1967, p.22)    
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Gardner contends that an adult creator is an individual who can find consilience 

with the challenges of their intelligence domain, for example, in music with “ the 

questions, issues, and sensibilities that most characterized his or her life as a wonder-

filled child.”  (1993, p.92) “The Child and the Master” is Gardner’s first element from his 

Life Course Perspective: A Framework for Creativity Analysis wherein he examines the 

quality of early childhood years that provide the creative person experiences that develop 

habits of creative behavior.  Habits of creative behavior include tinkering with words, 

objects, sounds, paint, space and movement to create original constructions, plots, and 

dances.   All of these activities are performed with energy, persistence and perseverance 

in producing something that resembles an imagined outcome.  

Gardner notes that “the very process of discovering themselves become models 

for later exploratory behaviors, including efforts to probe phenomena never before 

conceptualized.” (Ibid)  These quantum models of activity, these dynamic, thoughtful 

experiences of childhood create a reservoir from which future acts of creativity will find 

original energy to sustain mature curiosity and endeavor.  This reservoir is what Gardner 

calls creative capital.  It is what Cajete defines as “that place that Indian people talk 

about,” that state of being that energizes the “transformative processes of learning and 

creation.” 

Childhood Perceptions  

Ray speaks of how “perceptive” children are and how keenly perceptive he was as 

a child: “There is a lot you begin to see as a child. I think children are really perceptive 

and observant; therefore, I was and still am.”  An example of this perception is Ray’s 
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attendance at an Indian powwow dance gathering as a pre-school child wherein he recalls 

how attentive he was, absorbing the colors, the movement, the “essence” of the event:    

Ray: When I used to go to powwows and I remember that I 
just loved watching. I never, I hardly wandered;  
[I] wondered about being in a powwow dancer’s positions and  
I'm not just saying that. I never really felt like I would want to dance in 
this powwow but that I would like to do something with that element in 
my work. 
 
DCM: In your future [work]? 
 
Ray: In my future work. 
 
When I was younger, I was just in tune, just intrigued; it 
marveled me to see these beautiful costumes and feathers 
and I always remembered that to me they were 
like animals rejoicing in a circle, which is the human race.  
I associated their costumes with a created animal that 
lives wild and free and sometimes in the wilderness. 
I used to remember - that's all that it resembles to me  
it's just that freedom of a powwow dancer dancing around; 
in that sense it had an impact. 
 
The other one was just power and beauty and for stimulation. 
Here was the first idea with the sorceress characters and the cartoons 
(the reference here is to a “sorceress” character whose costume 
became the inspiration for a costume in his choreography “Reign of 
Changing Woman”) 
 
Then at the powwow it was like, … it wasn't so much power as it was 
like a celebration, a celebration of human spirit, and of living.  
 
(DCM/Ray, Tucson AZ, May 1998) 
 

This account of an event in early childhood that has profound ramifications for 

Ray’s future creative life is similar to an introspective realization that Pulitzer Prize-

winning author, N. Scott Momaday, describes in his autobiographical account of his 

Kiowa boyhood. He marks the first time he understood that he had created a word portrait 

and that it was an important event to which he would return again and again in his adult 
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life as a writer as his own “inscrutable reflection of my own vague certainty:” 

 
I can almost see into the summer of a year in my childhood. 
 
I take up a pencil and set the point against a sheet of paper and 
define the head of a boy, bowed slightly, facing right.  I fill in 
quickly only a few details, the line of the eye, the curve of the 
mouth, the ear, and the hair-all in a few simple strokes. . . . He is 
thoughtful and well-disposed.  It seems to me that he will smile in 
a moment, but there is no laughter in him.  He is contained in his 
expression – and fixed, as if the foundation upon which his flesh 
and bones are set cannot be shaken.  I like him certainly, but I 
don’t know who or where or what he is, except that he is the 
inscrutable reflection of my own vague certainty.  And then I 
write, in my child’s hand, beneath the drawing, “This is someone.  
Maybe this is Mammedaty.  This is Mammedaty when he was a 
boy.” And I wonder at the words.  What are they?  They stand, 
they lean and run upon the page of a manuscript. I have made a 
manuscript, rude and illustrious.  (The Names, 1980, p.45)  
 

 Not only has Momaday created something that is remarkable to him both as a 

child and as an adult, he has also embarked upon the very elements of his life’s work: 

the work of a creative writer.  In this account of drawing, writing and inscribing, 

Momaday confirms Ray’s observation that children are uniquely perceptive and that 

these childhood events provide important milestones in determining who they will 

become.   

Childhood Challenge 

           Ray experienced the effects of a divorce that he believes placed him in tense 

situations and made him vulnerable and separated him from his friends.  Ray describes 

his hurt at being without “constant support.” He notes that his  “Mom had to start all over 

from scratch when she started working again so she had to build her life over [and] at the 

same time worry about us (a younger sister, also), you know. My dad had a job all set for 
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himself so it wasn't a big deal to him.”  Ray continues his reflection upon the effects of 

the divorce and indicates that it was the reason for his choice in secondary school:  

After they divorced, and then growing up and going into high school,  
I separated myself from my Kayenta community by going to high school  
because there are too many memories there and too much stress and 
tension, especially.  When my mom left and my dad remarried, when he 
claimed he was married, when he married this woman again and it was 
really hard to get used to something like that. And that was kind of strung 
up and always out there.  
 
I'm not just trying to say that all people become artists because they are 
traumatized by something.  For anybody it [becoming an artist] could 
happen, if you want to do it, if you are serious about it, you will persevere 
in it.  
 
(DCM/Ray,Tucson AZ, May 1998) 

 
           By the time that Ray concludes his remarks about the trauma caused by the  

divorce, we see that he has transcended this event and is able to understand that this 

childhood dilemma may have provided him with the “perseverance” that enabled him to 

pursue his work as an artist.  There are several resources that contribute to his ability to 

transcend the exigencies of divorced parents.  Ray’s transcendence over these familial 

difficulties are aided by the critical support by sympathetic non-Navajo teachers in his 

Kayenta elementary school who were familiar with the effects of divorce and assisted 

him in his emotional injury.  Ray received constant support from his grandparents and his 

extended family throughout this ordeal.  Ray remarks that he “used to always do things 

out at my grandparent’s place, but always in my spare time. I would create things out of 

something like the shower holder, for example, when I created the emblem in the 

‘Changing Woman’ piece, that was one thing I was into…transforming things.”   
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Creativity Habit 

 Ray attests that he was always transforming things, an activity that Gardner notes 

is an important attribute of a creative person.  One of Gardner’s qualifications is that 

“creative individuals regularly exhibit their creativity” and, therefore, this habit of 

creativity “calls into question the possibility of having a once-in-a-lifetime burst of 

creativity.”  Creative people will “organize their lives so as to heighten the likelihood that 

they will achieve a series of creative breakthroughs.” (1993, p.35) This creative habit is 

evident in many of Ray’s childhood adventures and, as he notes, this creative disposition 

remains with him in his university endeavors in the theatre arts.   

  The creative habit of reflection, deep thinking about an occurrence, i.e., the 

divorce of his parents, requires Ray to transcend the emotional experience and transform 

it into an intra-personal reservoir that is revealed in his intra-personal intelligence 

achievement to be observed by his future primary university educators.  

 
 

Summertime with Grandparents at Canyon de Chelley 
 
 Ray spent much of that time away from his parents at the home of his 

grandparents.  His experiences with his grandparents and the rigors of a outdoor life 

enhanced his allegiance to the land and increased his understanding of his culture that 

aided him in developing his identity.   

Gardner notes that the creative individuals that he studied had stable families, yet 

there were tensions within the families that required rules and adherence to propriety that 

prompted the creative individual to seek avenues of self-expression that pressed at the 
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margins of what was acceptable.  Ray, in his childhood experience with his grandmother 

at her homestead at Canyon de Chelley, a sacred place to the Dineh, found he had strict 

parameters but also adventurous possibilities: 

Ray:  You would do whatever you want to wake yourself, 
you couldn’t go back to sleep. The usual thing was feeding the sheep 
and I was always taking them to the water and herding them around for 
several hours of the day. 
 
We usually got them in, well, if it was during the summer we usually got 
them in by 8:00. During the winter you get them in by 6:00, 6:30 or even 
5:30[p.m.].  The latest you could take them out was 9 or 10:00 [a.m.]. 
 
Some of my cousins or some of my relatives used to take the sheep out 
at 4, well not 4, but 6 or 7 in the morning, kind of early; it depended on 
who was herding sheep that day or who was usually herding sheep. 
Then, there were the cattle. Every other day someone had to go and 
check on them because there were scattered cattle. They were scattered 
everywhere, in certain other areas and so we had to ride a horse and 
look through those trails and certain eating grounds.  And certain places, 
they tend to go to, … and see if we could herd them together.  
 
Once you herded them together (there was a maximum of 70 heads we 
owned),  [you] haul, near their eating grounds, so that they can stay in a 
certain region of the land. [You] scattered hay out for them and fed them, 
every three days, I think, throughout the winter.  
 
During the winter it had to be that way because there was no food really 
under the snow. In the summer it wasn't so constant feeding, like 4- or 6-
days during the winter,  no food really. That, that was the chore but it 
was up to us family members how we wanted to carry it out. 
 
DCM: So a leader would emerge, someone would decide. 
 
Ray: It would be someone who would volunteer. I didn't mind herding 
sheep. I herded sheep anytime I felt like it, most of the time that I was out 
there.  I was the oldest. My cousin Elvira, then the next oldest was me. 
She grew up out there most of her life. So she knew a lot of the survival 
techniques. I looked up to her because she had been through a lot out 
there growing up. She taught me how to herd sheep.  
 
(DCM/Ray, June 1998, Tucson AZ.) 
 

 Ray gives us a picture of how he participated in a ranching life of his 

grandparents. He notes that because everyone knew what needed to be done, an intuitive 

self-reliant cooperation developed within the family: “It would be someone who would 
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volunteer.  I didn’t mind herding sheep.  I herded sheep anytime I felt like it, most of the 

time that I was out there.  I was the oldest.” (DCM/Ray, June 1998, Tucson, AZ) 

 

Strict Parameters/Adventurous Possibilities  

Ray, being the oldest boy, took on the responsibilities that fell on that position.  

His older cousin was a model for him in the “survival techniques” necessary for success 

in this environment and family.  She was an ally for him and his younger cousins when 

they needed to break from the disciplines of ranching to enjoy playing with their 

imagination with found objects under the clear and open blue southwestern sky.   

Also, his cousin could communicate to the elders that the necessary work was 

completed and it was  time for relaxation and play;  this is an example of cultural 

interconnectedness.  Martha Graham and Albert Einstein also had “older” champions that 

navigated the cultural generations; he had his uncle and she had her governess that 

allowed for imaginative play under the purview of strict cultural rules.  

 

Play:  A Tool for Creativity 

 Ray summarizes his childhood games and play fantasies in an evaluative phrase: 

“the privilege of play.”  From this statement, it can be deduced that those episodes of 

fantasy and children’s games were cherished and not only the activity, but the 

exhilarating remembrance of the activity.   

Ray:  When [my cousin] was a kid, lets say 16- or 17-years of age, we 
were 7- and 8-years old. We were the only two children and the first to 
arrive in the family before any of my dad's brothers had kids. And, it was 
just us, me and my sister spent a lot of time playing: making things, 
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creating, making little houses out of boards, out of trees; it was never out 
of little things. 
We always chose real things to work with, …you know what I mean. 
(laughter) 
 
I had a sense of feeling in that sense, you know, knowing what kind of 
things to work with. I was that kind of person. 
 
DCM:  Once it was assembled, what did you do? 
 
Ray: We just played around, and whatever the thing looked like, I guess, 
… If it was a house, we played house: put little dishes here and there. 
She would have fake dishes. We would run around; we would pretend 
that we were lost kids or something, you know what I mean? 
(laughter) 
Just using our imagination. 
 
DCM: Did you spend more time using your imagination this way than 
watching TV? 
 
Ray: Yeah. When I was a kid, you have that privilege. 
 
DCM: Privilege in what? 
 
Ray:  I think, in general.  Generally, children have that 24-hour thing, 
younger in their earlier stages.   
 
DCM: Privilege of playing? 
 
Ray: Right, of playing almost all the time. You had the privilege of playing 
most of your time. So play is important to me; I still do it today.  
(DCM/Ray, June 1998, Tucson AZ)  

 
 
Ray proceeds from his reminiscences of play to expound upon the importance of 

“play” to his present day well-being:  “Even if it is being by yourself, go out and let your 

imagination go. You should always imagine and think. But some people don't have that 

luxury.  If you have it, do it.”  This is similar counsel that Gardner and other creativity 

researchers acknowledge as an important activity in the work of creative people.  
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Play:  A Key to Imagination 

Vera John-Steiner, in her investigation of creativity Notebooks of the Mind,  

reviewed the notebooks, scribbles and drawings of creative people from many 

disciplines, for example,  mathematicians, writers, and choreographers, and commented 

upon this dilemma of “lost imagination,” especially, in the visual capacities of human 

beings.  She observes that there is a progression of decline in imagination caused by habit 

that most creative people fight against as described in their notebooks: “These efforts of 

selection, condensation, and interpretation, which characterize the work of visually 

talented individuals as they link their impressions into a landscape are processes which, 

though present in young children, are dulled by habit among most adults.”  (1987, p. 24)   

Vera John-Steiner reiterates that it is through the poet or through children at play 

that we are reinvigorated toward novel viewpoints or trajectories of thought and away 

from routine approaches that reinforce stereotyped images and ideas.  She writes: “To 

expand the mundane limits of our human sensibility, we depend upon the work of gifted 

individuals.” (Ibid, p. 26) 

Mature gifted individuals often maintain their “privilege of play” through the 

difficulties of sacrifice, misunderstanding, and ridicule. Ray is an example of a gifted 

individual who maintained his “privilege of play” but fortunately did not experience  

sacrifice or ridicule because this privilege is culturally sanctioned among the Dineh.  

He may be challenged, however, to guard or disguise it in the non-Indigenous world.  
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Navajo Liven Themselves with Humor 

Ray refers to “play” as a tool for a wholesome life when he speaks of how 

his relatives “liven themselves with humor.”   Ray speaks about the large family 

suppers that concluded a long summer day’s working on his grandparent’s 

homestead.  He would sit at the end of the dinner table and view the gathering in the 

light of “those old fashioned lamps that you would light with a match; it would give 

a theatrical look to everybody.”  He further explains that it was like the theatre, “a 

time of play–really, it was a play.”   

I liked that area of the table; it was either the end or the side but never 
the middle. I wanted a chance to look at everyone 
I was just fascinated because everyone used to laugh. 
The light gave off a warm look on everyone, it brought everyone out  
just this upper part of the face, it was funny. 
 
Or, when someone got mad; it was so dramatic. 
When there was an argument or something; it was intense. 
So I had it, in that way, I had intensity and humor right there. 
Yeah, with the lamp going, it was so interesting. 
How we all sort of congregated.   
 
(DCM/Ray, June 1998, Tucson, AZ) 

 

 Ray provides us with a view of how the fun and good humor evolved during those 

dinners. He notes the bodily-kinesthetic differences of the dinner “play” and work “where 

all the body movements are economical and utilitarian to the very point because you’re 

using a lot of energy and effort in whatever it is, especially, if it is the outdoor work: 

saddling or riding a horse, corralling a steer or grazing the sheep. All of that requires, 

efficient economical [movement] and so the relief of tension, physical tension [with 

humor].” 
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Everyone talked Navajo: all that talking! 
And, they would start laughing about something that happened, 
Especially, my youngest uncle; he had this humorous laugh to him. 
 
One of my aunts had this strange way of laughing. She would pat, hit her 
leg and just when she cracked up, she would ‘heeee-ha-ha-hahhh’-like, 
really laughing away and I would make fun of that. 
 
I would make fun of that so much that at dinner time, when she was 
there, I would say, oh, her name was Darlene, but her nickname was 
‘Dolly’ (what a name, I thought.)  ‘Dolly, do you remember the way you 
would laugh? You used to whack your leg? Do you still do that?’  I would 
bring things up; it’s all about bringing things up. It's not necessarily a 
joke, just laughing at our past, just the movements that catch each others 
eyes. That's what cracked us up, … just how someone acted. 
 
It wasn't a verbal, … like a verbal joke. Like I said, I would listen to the 
stories that my uncle would tell but I wasn't laughing about the story. I 
was laughing at the way he was making his face look, or in the midst of 
laughing, he would do something really funny and he didn't do it on 
purpose; it was spontaneous. 
 
(DCM/Ray, June 1998, Tucson  AZ) 

 

This account of humor and family intimacy was not the result of a direct 

question about humor or Ray’s family; rather, this account came after a long 

discourse about his Navajo language teacher at the university. The instructor so 

reminded Ray of his aunt Dolly that the familial recollection was a natural 

connection for Ray and he provided the anecdote within the interview, 

spontaneously.  
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Crystallizing Events 
 

 Ray’s early childhood events provide a portrait of a young boy responding to his 

birthplace of Kayenta, which is the entrance to the enchanting Monument Valley, and to 

his grandparent’s home at Canyon de Chelley.  Ray is responding to the sublime beauty, 

majesty and mystery of blue turquoise skies, sand storms, pitch-black nights, brilliant 

stars and other extraordinary physical features of that landscape.   The young boy is 

perspicacious in bodily-kinesthetic and intra-personal competencies, two intelligence 

domains in which he will excel during his university years.  Ray is astute about the 

physical world around him: he can herd sheep, ride a horse and he carries a keen grasp of 

geography, meteorology and astronomy. 

Ray observes his social world with a quiet patience, what N. Scott Momaday 

describes as an attribute peculiar to childhood.  Momaday becomes aware of this 

particular childhood “patience” when he was a child in Hobbs, New Mexico: “But I 

was yet a child, and I lay low at Hobbs, feeling for the years in which I should find 

my whole self.  And I had the strong, deceptive patience of a child, had not to learn it 

as patience but only to persist in it.  Patience is what children have; it is especially 

theirs to have.” (1980 p. 55)  Ray is yet to “find his whole self.”  In Ray’s pre-teen 

and teenage years, he will experience several “crystallizing experiences” that will 

provide him with a “process of discovering himself.”   
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Eighth Grade Graduation Dance 

  
Ray attends Kayenta elementary school and he characterizes himself as a 

“conservative” person: “I was so closed in and so like in a hallway, like in an aisle, 

like nothing. [Only] my way.  I was just conservative, down right conservative. No, I 

don't want to be part of that - I don't want to go out - I don't need to go to those 

things.”   

 An invitation to a  school dance becomes a pivotal event in Ray’s 

disposition toward social events and dance, itself. A friend asks if he will go to a 

social dance at the school and he at first refuses.  This refusal haunts him today in his 

pursuit of a career in dance: “It kind of gets to me somedays. It's like a taboo you 

should never say about dance. I think you should be involved. It's a combination of 

human energy and it's being shared. And, it's not just dance but in this case, dance, 

but in the arts, in general;  it’s a universal idea. It’s the areas where everyone chooses 

to express themselves and find their true center and to be at peace and harmonize 

themselves.” 

Ray does, after some consideration, attend the graduation dance and his 

dancing is greatly admired by the girls:  

Ray: The funny thing, when I went to that 8th grade dance at the end of 
the year,  I danced just for awhile. It was weird, but at that time I was 
heavily into music videos and one of the ladies that came out of that was 
Paula Abdul. I was really into that sassy LA attitude, you know? 

DCM: Just what the elders enjoy. 

Ray: (laughing)  But, I guess at that time I was struggling, I think that 
those kind of elements would attract someone, I think, if they are 
struggling. 
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DCM: Struggling with what? 

Ray: You know, my life growing up with a divorced mother and father. 
That took up so much of my life, believe it or not, so much of my life up 
until high school. I'm glad I'm kind of over that now, you know? But, she 
(Paula Abdul) attracted me and some girls said they wanted to dance 
with me. 

DCM: Was that a compliment? 
 
Ray: Yeah, that's a compliment because they said they liked the way I 
dance. These boys came up to me and said, ‘Hey Ray, those girls over 
there, the two of them sitting over there, they kind of like the way you 
dance.’  I was like really getting into it. Oh, I don't know what happened; 
something came out of me and I started get wild on the dance floor after 
awhile. (DCM/Ray, June 1998, Tucson AZ) 

 

 Ray at age fourteen finds social dancing to be exciting, exhilarating and socially 

rewarding. He likens it to “freedom” and links this feeling to something that Martha 

Graham writes of dance.  Ray paraphrases Martha Graham: “If you are a dancer, you 

achieve freedom through mastering your craft.”  And, he extends this observation, 

universally: “And, not just the dancer but she tries to say that for everyone. But it is up to 

us to translate that for yourself.  She just lays it down, you know, freedom is costly 

sometimes.”  Ray not only narrates his story but his philosophical tag on the story along 

with his references to Martha Graham, displays a judicious, introspective quality to his 

recollection giving emphasis to the importance of this event to his future work in the 

dance arts field. Suzannne Langer, dance researcher and critic, describes the emotional 

impact dance has on the human person:  

Body feelings, physical feelings that spring from the idea of an 
emotion and initiate symbolic gestures which articulate this idea, and 
that his ‘emotional forces’ are semblances of physical or magical 
forces, one can turn his specious physical account of the world and its 
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energies into description of the illusory realm of “power,” and then 
his analyses all make sense.  (1953, p. 187) 
 

Langer relates dance to both physical and magical forces that have “power” 

and, in this respect, she reinforces her own declaration that dance is the first of 

humankind’s arts as well as a sacred expressive medium for ceremony observance.  

Ray will intimately experience “ceremony” in these years, and he describes it in 

much the same way that Langer presents it in her analyses.  

 
Ceremonial Participation 

 

Ray’s grandmother commissioned a “Blessing Way” ceremony to be 

performed at her homestead before Ray left for secondary school.  The “Blessing 

Way” ceremony is a healing ceremony; it is a lengthy, involved ritual that requires a 

number of participants.  Ray was asked to perform a particular office in this event, a 

healing ceremony for his grandmother that required him to be present for the entire 

ceremony and for four days thereafter.  The ceremony requires long hours of 

prayerful attention often extending into the early morning hours;  it requires energy, 

alertness and adherence to strict appropriate behavior.  Any breach in these 

requirements might jeopardize the efficacy of the healing outcome.  

“Children must be assisted in the process of attaining full Navajo 

personhood,” writes anthropologist, Maureen Schwartz (1999), in her contemporary 

review of Navajo personhood practices, Molded in the Shape of Changing Woman.  

The elders sponsoring the ceremony assist Ray in his participation of this ceremony.  
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He learns through this guided experience something of the metaphysical aspects of 

his Dineh culture.  

During the four days following the ceremony, the most important 

participants are required to remain silent and detached from others.  These four days 

of special separation allow the participants to meditate on the experiences that they 

had during the ceremony.  After four days of remembrance and thanksgiving, the 

participants return to normal life.   

Ray intimated that his participation in this healing ceremony for his 

grandmother was an important event in his life.  He refers to it in conjunction with 

Martha Graham’s witnessing the Blessing Way ceremony (those actions open to  

public viewing) during her sojourns in the Southwest.  Her last work of 

choreography at the age of 94 which she entitled, “Night Chant,” was based on this 

ceremony. Ray speaks of “being patient” meaning that he will eventually view that 

dance work, until then he will “be patient.”  

 
Knowing Terror: The Breaking of a Horse 

 
“Oh, I can't really remember much from childhood, just one of those things, you 

know, the training of a horse gave to me ‘discipline’--a real eye opener. It was an eye 

opener, that experience, because I could have gotten killed or trampled, could have 

gotten seriously injured.”  This was Ray’s response to the general question concerning 

the events of his childhood; breaking a horse was a crystallizing event for him.   His 

grandmother gave him a horse when he is about eleven years old.  He will work to break 

or tame this horse for two years.  In the process, he will experience severe weather 
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conditions including pitch-black nights that cause him to be disoriented, and cause him to 

feel a terror that he will refer to yet another quote from Martha Graham’s autobiography:  

DCM: So you understand what Martha Graham says when she talks about  

‘the terror?’ 

 

Ray: Yeah, and when she describes this tree that was growing in the back of her 

yard where she lived. It was bound in this little fence but as the tree grew thicker, the 

fence got tighter around it so that the thing [the fence] just tried holding the tree 

down. The tree managed to grow its way through where there was light. And you 

could see, she says, the scars on this tree from the fence.  And, so you know that 

things like that certain people say in their writing, that really catches me, makes me 

re-evaluate yourself and your actions 

 

Training that horse:  I was literally thrown into the situation. My dad was asking me 

what I was going to do with that horse once my grandma gave it to me. So, you 

know, I didn't fall to pieces. When all was said and done, the burden was left in my 

hands. I just started thinking of what I felt was best so, in a sense, that really made 

me look at life.  

 

(DCM/Ray, June 1998, Tucson AZ) 

 
           Ray nearly finished breaking his horse but was interrupted by attending 

preparatory school and that required him to be in residence and curtailed the final phase 

of breaking in his horse.  He gave the horse to one of his uncles to complete the job and 

later bestowed the horse to him.  Ray had an invaluable experience with the physical 

world in the process of “breaking” the horse; he experienced the energy of another live 

being, also.  This experience gives him a unique perspective on movement and “terror.”  

This experience with his horse was the first story from childhood that Ray offered.  It 

falls into the category of a “crystallizing experience.”   

In creative work, the individual is often challenged to risk beyond the known and 

into areas that engender the qualities of what may be called “terror.”  Martha Graham 
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writes of this risk-taking in her biography.  Ray relates the story of the tree to that of his 

experience with the horse; thereby, matching his experience of finding wisdom in 

Graham’s story.   

The breaking of a horse, confronting a wild untamed energy in your adolescence, 

provides a crystallizing event for Ray and enables him to find in the counsel of his 

mentor years later, an accommodation for his feelings and illuminates an event that he 

experienced. Greg Cajete notes that Nature is a first teacher to an Indigenous student: 

“By exploring the ways Nature creates, you experience the wonder. You establish a 

meaning and context for the learning that you engage in.” ((1994 p.191) Ray’s experience 

with his horse and all the Nature that surrounded that two year endeavor, confirms Nature 

as a exacting and instructive teacher.    

 

Risk Taking and Achievement 

 Ray has had several “crystallizing events” before he encounters his preparatory 

boarding school experience east of the Navajo Reservation.  These crystallizing events 

have, like crystals, many facets from and by which a person can view and reflect upon his 

experiences.   

Alfred North Whitehead, philosopher and mathematician, notes in his treatise 

Aims of Education (1929), that there must be a “romance” or “falling in love” with a 

special subject where all the energies of youth can be poured into and satisfied. Ray finds 

this “romance” in his participation in many theatre arts activities that provide opportunity 

for exploration and creativity in his new school environment.  
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Preparatory School 

 Ray leaves his hometown, a rural town on the Navajo reservation and arrives in a 

town on the border of the Navajo Reservation. The town is a large town with mixed 

population of Dineh and Americans.  The coal industry is the largest employer in the 

vicinity.  At this preparatory school Ray will study with a graduate from the Harvard 

School of Education in Cambridge, Massachusetts, and with an African scholar from the 

nation of Kenya.  He will meet Dineh students from across the reservation.  When Ray 

was asked how and why he chose dance as his major at the university, he referred to his 

theatre experience at the preparatory school: 

Ray:  Well, there was theatre, that's the one I mainly had my eyes on but 

I wasn't sure.  But I,…but the arts in general just interested me so that's when 

I,…when I got to the university here that one summer, I went, aside for when I was 

doing my homework for this English class. During that time I was writing that little 

book I was telling you about and I went, in my spare time, to the dance department 

and checked it out. 

 

DCM: What compelled you? 

 

Ray: Because of high school, when I was in high school, you know; it just kept with 

me, expressionism, you know? Just expressing yourself; it was essential to me; it 

was a center point in my life. 

 

DCM: Through writing or, …  

 

Ray: It started out in writing, I think, because I was doing really well in my English 

class in high school and my English teacher, Ms. D., she was there for me and I was 

a senior at that time. She said, ‘Why don't you start?’  

This was the beginning of my senior semester in high school. I had just finished my 

junior year, summer went by [he attended summer school in New Hampshire] and I 

went back to school to the preparatory school.  I started getting involved with a lot of 

writing in my English class.  
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DCM: Writing short stories? 

 

Ray:  First, it started out with plays, a play. She was there when I was a junior. She 

started the drama program my junior year in high school then she started finding 

ways for getting us to be really serious about the project. 

She started giving us titles, themes and ideas she started throwing them at us for the 

drama club, saying that we needed someone to step up and write. 

 

This was because the Native American Drama Festival was going on  

at  that time. (DCM/Ray, June 1998, Tucson AZ) 

 

 
 When Ray was asked what other outlets he found for expressing himself in 

addition to writing and performing plays, he notes that his studio art class 

(sketching/drawing) had brought him to be “very fascinated with human figures, anything 

from clothed to the nude.” 

I was really interested in just the way the body looked, you know, just the way it 

moved. But it was so young and so premature in my mind, that  

for me to say it like this to you now, is a lot easier. Because I had had tons 

experience already but, at that point, it was a fascination, I guess, maybe an 

obsession as I would describe it right now.  But, it wasn't clear, in terms like,…I was 

highly interested in human movement, really, that's what I would say right now. But 

back then, it was just an obsession which translated  

and became, I think, now to this point: to dance, to becoming a dancer.  

The larvae was there and it [the larvae] became the dancer in college. 

 

(DCM/Ray, June 1998, Tucson AZ) 

 

 Ray had several opportunities in his junior and senior years to explore theatre arts 

and write plays for performance because of the environment developed by a particular 

teacher.  He develops a “romance” for the arts, a passion that will propel him into taking 

a risk in choosing to study the western fine arts at the university level for which he has 

very little formal training. 
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Encounter with American Eastern Academic Establishment 
 

The preparatory school had a summer school connection with an American 

Eastern Academic Establishment in New Hampshire. Each year, several students 

were sent to New Hampshire to experience the educational environment of this 

eastern preparatory school known for its excellence in academic achievement. Ray 

was asked if he would like to participate during the summer after his junior year.  

Ray chose to study modern dance and a humanities course entitled: “The Other Side 

of Silence.”   

 The modern dance course was the first organized dance class with live music that 

Ray would experience.  He remembers that the dance course was a saving grace for him 

given what he encountered in his humanities course.  

Ray’s eastern establishment summer experience was revealed to me as a 

result of an open-ended question in our interviews.  At the end of the formal 

interview sessions which were guided by prepared questions, I asked Ray if he 

would consider events that he thought were important to the investigation that I had 

not inquired about.   

 When we met for this open-ended session Ray brought in several things, and 

among them was his report from the humanities course he enrolled in at the academy.  He 

unraveled a story that revealed cultural differences relating to the subject matter, style of 

presentation and the evaluation of his participation in the class.  The Humanities course 

Ray had chosen was entitled: “The Other Side of Silence.”  Ray read to me a section of 

description of the course: “The goal of this course was to take a serious look at the 
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spiritual nature of humans.  We do this by evaluating and exploring human 

understanding, religion, psychology, mysticism, prophesy, holiness, theologies, 

spirituality, humanism, meditation, death literature and the scriptures.” After reading this, 

Ray added: “You know how these scholarly people compensate by using all these fancy 

words.” 

Silence, a Philosophical and Cultural Difference 

 I first asked Ray to clarify for me how he defined “silence.”  Ray obliges 

and his remarks fold into explaining differences with his instructor and the learning 

atmosphere:   

Ray: I don't know about academically [an academic definition], I don't know. 

 

[Silence] It is a tranquil gift we have as human beings. 

To be silent, to be able to silence ourselves, we don't have to be violent 

or dramatic.   

To be silent sometimes, just to be quiet, you know, when it is  required or needed, or 

when your silence is needed to obey. 

So this guy, in particular, had an interesting view about silence, another view. In this 

case he was viewing silence as a goal in the class, 

to seriously look at the spiritual nature of humans, that's what he says. 

But you know, there's really no one way to that, never one way to that,  

when it comes to spirituality or philosophy. But, I think he was trying to define 

structures. Some of us didn't give in or submit quite so easily  

and I was one of them. (DCM/Ray, June 1998, Tucson AZ) 

 

 Ray begins his definition of silence by equating it to a gift, “a tranquil gift we 

have as human beings.”  He further explains that “To be silent, to be able to silence 

ourselves, we don’t have to be violent or dramatic.  To be silent sometimes, just to be 

quiet, you know, when it is required or needed, or when your silence is needed to obey.” 



102 

 

Dr. Alice Paul, a Tohono O’odam professor of education confirms this assessment 

to what silence is to an Indigenous person in an interview with Charlotte Stocek entitled: 

“Living in Two Worlds.” (1997, p. 230)  Dr. Paul speaks first about her people: “I think 

the Tohono O’odham (historically known as the Papago) are a quiet people and have 

learned to survive difficult conditions.”  Dr. Paul proceeds to describe the interaction 

style that is characterized by silence:  “I think they’re very friendly.  The interaction style 

is different.  There’s not a need to fill the void with conversation.  People are content just 

to be sitting and being together.”  She then realizes that she has defined silence in the 

interactions of her people that is akin to Ray’s reference of silence as a gift of tranquility: 

“I haven’t really thought about the Tohono O’odham in this way.  When you live with a 

group of people you accept people for who they are and how they are.  You don’t go 

around analyzing them.”  Dr. Paul in her mature years offers these thoughts about her 

Indigenous roots that echo Rays understanding of silence.  Their world of silence seems 

to be a significant contrast to the academic presentation and experience that Ray 

encountered and kept alive in his memory for five years until he revealed his passion for 

the experience in the interviews. 

Ray does qualify that he was a different person at that summer academic 

experience.  Ray offers a self-analysis of what he was like as a 16-year-old student in this 

classroom: “I was young, childlike still pre-adult like, premature mostly, still boyish, not 

too serious or I wasn't on the ball, I was running around the ball so to speak, but I took it 

because the course was a chance for me probably to express myself. In there, I felt I 

really couldn't express myself sometimes.”  
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 Ray is introduced to the “Harkness Table” that has a cultural meaning that eludes 

him. He tries to make sense of it and worries how his father will respond to his 

incapability of explaining the “Harkness Table.” He is confused how he should weave 

this “Harkness Table” into the subject of this Humanities course. 

Ray: Ten students around this big table and he had a teacher’s aide, too, who was 

this intern guy graduated from some college in the East. And he was an intern there 

to that professor in that field of study. He was his right hand man there and we would 

talk. He would just sit there, just sit there behind this little big table.  

 

He wasn't a big man at all, he was like real short, small; he had this large voice and 

he had a theatrical sense in the way he talked. I kind of like that. It's just who he was 

as a person, you could just really see. I know he was trying, too, because we are all 

young and he wants to teach us with some kind of like not force, sort of like, not 

intimidation.  

 

But, you know the idea the whole thing between student and teacher, so to speak, 

there was no room for a lot of ideas that you expected for the course in terms of 

what the subject matter was. (DCM/Ray, June 1998, Tucson AZ) 

 

 

 Ray finishes this meditative interview session with showing me his report he has 

kept for five years: “He gave me a satisfactory with a minus as you can see here.” He 

adds the qualitative comment that “I was alright I guess but not quite all right.”  Ray 

liken this experience with the activity of a “warrior.”  He was working to prevail, despite 

the frustrations of a cultural discontinuity, the personality of the instructor and the muting 

of his own voice.  He shared this experience with the English teacher he admired, and 

together they worked out a plan by which Ray could improve his writing skills beginning 

with plays, which he enjoyed as opposed to the “persuasive essay.”  

This experience had many ramifications for Ray: a review of his own cultural 

inheritance and value, the mental stamina to persist in a frustrating learning situation, and 
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the positive response in engaging the experience and growing from it with guided 

assistance from an expert. Ray did not seem bitter in the telling of this crystallizing 

episode; rather, he seemed mindful of its value to his academic progress and preparedness 

for university scholarship.   

  

Stars of the Desert: Best Supporting Actor Award 

 The culmination of Ray’s senior year is his participation in the Navajo Drama 

Festival, “Stars of the Desert,” at Greyhills Academy in Tuba City, Arizona, on the 

Navajo Reservation.  He collaborated with his fellow thespians in writing a play about 

Reservation life in which he also was given a leading role.  Ray won the Best Supporting 

Actor Award for his performance and this achievement gave him a boost of confidence in 

his efforts for self-expression and theatrical artistry: 

 

DCM: The drama festival was a good stimulus? 

 

RAY: Yeah, just the fact that I could do it. I got over those fears of being in front 

of everybody. You know those common fears a person gets when they want to 

express themselves or say something about themselves. I think a lot of that is a 

kind of dignity, I guess, that comes from my family. I've observed the way they 

communicate with each other. (DCM/Ray, June 1998, Tucson, AZ) 

 

 
 Ray is aware even at the moment of his personal achievement of his deep 

connection with his family and his cultural heritage.  Western theatre approximates 

ceremony for its ancient historical foundations are rooted in ceremony.  I have 

presented this history of western theatre to several classes at secondary schools on 

the Navajo Reservation and found that the students’ responses to this history was to 
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equate it to their own theatre embedded in their religious ceremonies (Massalski, 

2000).   

The Dineh take particular pride in their ability to speak in public.  They are 

an oral-centric society, i.e., their orations, storytelling, healing songs, prayers and 

conversations are regarded as important ideas presented through spoken words.  Ray 

notes that “Playing that part in that play in Navajo and speaking Navajo was 

probably the best thing that ever happened to me, in terms of expression.  I was able 

to use my language in this modern way of expressing theatre.  So we had the duality 

which is in the language and the modern-ness which came from the theatre.  And 

that’s what I felt real good about: it’s the tradition and the present still together 

there.”  

Ray’s achievement in theatre was indeed honored because the western classic 

theatre arts most approximate the high regard the spoken word has in an oral-centric 

society like the Dineh. 

Coherence with Gardner’s Child and the Master 

 Childhood experiences are vivid, “alive” places that creative people return to as 

they pursue adult challenges in their fields of activity.  Gardner refers to this cache of 

experience as creative capital.  When reviewing this section of Gardner’s template, many 

similarities are observed within this case study. 
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Creative Capital   

 Ray reports that he has experiences such as observing the powwow as a young 

child from which he has drawn inspiration and direction for his later creative endeavors; 

he has drawn on his “creative capital.” Ray notes that certain dramatic “crystallizing 

experiences,” such as breaking a horse and actively participating in the “Blessing Way 

Ceremony” for his grandmother, have afforded him a deeper self-understanding and a 

stronger grasp of his Navajo culture.  He is able to refer these experiences to the life and 

art of his chosen mentor in classical modern dance, the venerable Martha Graham.  He 

prevails in his forays into contemporary American culture with the assistance of a 

respected English teacher and finishes his secondary school years with a public 

acknowledgement of his talent in theatre arts, an honor that can be related to the oral arts 

of his culture.  

Several primary elements of Gardner’s template appear in concert with 

Ray’s childhood experience: childhood as a reservoir of “creative capital” developed 

through deeply introspective experiences, “crystallizing events” that solidify self-

knowledge and produce the passions for expression in one or two intelligence 

domains, and a relationship with an individual or institution that provides confidence 

through mentorship and a public acknowledgement from members of the field. 

 

Creativity Development at Periphery  

Gardner notes that his case study subjects spent their childhood in slightly 

remote geographies and eventually traveled to more populated centers for stimulus 
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either through advanced instruction or the need to engage individuals with similar 

pursuits.  Ray is from a more remote area than Gardner describes.  Ray pursues an 

education beyond his childhood landscape by attending preparatory school.   

 Geography is embedded in specific cultures and many creative people regard 

it as a creative reservoir from which to return, to retrieve its energies and memories, 

and to renew mutual creative center points.  Often that “geography of creative 

energy” is discovered in childhood and if not physically revisited, most be renewed 

in memory.  The Indigenous difference is that this “sacred geography” is always 

packed for travel because it is a foundation of Indigenous identity. 

     

Gift of Confidence   

 Ray exits his childhood with an important requirement for talent 

development: “the gift of confidence.”  Vera John Steiner establishes this attribute of 

self-esteem as an integral component in the initial recognition of personal talent and 

in the on-going development and sustenance of that talent in creative people.  She 

observed this attribute while investigating creativity in the lives of French 

philosophers, Jean Paul Sartre and Simone de Beauvoir, lifelong partners in their 

personal and literary work lives.  She quotes Simone de Beauvoir’s acknowledgment 

of Sartre’s great gift to her: “You did me a great service. You gave me a confidence 

in myself that I should not have had alone.” (2004, p. 175)  Ray’s “confidence 

capital” will sustain him in his university years when he will be culturally and 

intellectually challenged.  
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Emerging Themes 

 The analysis of the first section of Gardner’s template: The Child and the Master  

highlights several emerging themes that provide a different perspective than that 

presented in Gardner’s study. The first two, The Child of the Holy People and Sacred 

Geography are expressive of a cultural cosmology.  Empathetic zeitgeist is related to the 

socio-historic context of the investigation and Transcendent Child is specifically related 

to the case study subject.  

 

A Child of the Holy People 

An emerging theme from this study is a particular cultural perspective underling 

the  assumption by traditional Dineh and for other American Indigenous people, that the 

activity and energy of creativity is a birthright.  This cosmological orientation is 

dynamically different from the “tabla rasa” philosophy that is the foundation of 

contemporary western education:  the child is a blank slate on which society and its 

cultural institutions will impose a personality through the means of education.  The over-

arching socio-religious western philosophy that has contributed to traditional educational 

practices sees the child as a “fallen creature,” someone to be redeemed.  (Postman 1982, 

p. 13)  This difference in orientation is noted by Indigenous educators and is central to 

many discussions in curriculum development and pedagogy for Indigenous students.  

(Cajete 2005, Tonemah 2003, Klug 2004)  

 Anthropologist, Maureen Schwarz (1999), in her analysis of Dineh Personhood 

discovers that the Dineh infant is considered an emissary of the Holy People with 
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messages for the parents, the extended family and the tribe. The infant, therefore, must be 

observed carefully throughout the early childhood period.  Infancy is so important that 

the Dineh perform five ceremonies for a child between birth and the age of six years  

before the child is “weaned from the Holy People” and begins an apprenticeship with the 

Dineh.  Infancy and early childhood is deemed to be a very sacred time for the traditional 

Dineh. The Indigenous child is not a child in need of “salvation” or “training” but rather, 

is like a bud of a flower that will unfold and reveal an essence of potentials that will, as 

Maria Montessori has written in her essay The Spiritual Embryo, “The child is the father 

of the man. We should regard this secret effort of the child as something sacred.  We 

should welcome its arduous manifestations since it is in this creative period that an 

individual’s future personality is determined.” (1970 p. 43) 

 

A Sacred Geography 

 The Indigenous child’s first orientation is the geography of his birth and 

childhood.  This relationship to the land (vistas, flora and fauna, deserts, mountains, 

canyons, rivers, lakes and to the harmonies of Nature’s cyclical rhythms) has few or no 

references in contemporary educational theories.  Gardner observes that geography was 

an important factor in the development of Martha Graham’s creativity, but this sensitivity 

to the natural environment does not develop as an “emerging theme” in his analysis.  

Vera John-Steiner, creativity researcher, while living in the Southwest during the 

preparation of her book Notesbooks of the Mind observed her Indigenous neighbors in 

their creative play.  She realized that she was witnessing another perspective, a cultural 
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perspective that “differs sharply from my own upbringing in the highly verbal culture of 

Central Europe” (1997, xix).  She noted that the Native American children relied on 

pluralistic modes of communication, i.e., visual symbols, gestures, words and varied 

modes of thought that led to her breakthrough about diversity in thought processes: “The 

resulting approach, cognitive pluralism, addresses contemporary concerns about 

diversity.  It also structures my discussion of creative development in visual, verbal, 

musical, mathematical, and scientific domains.” (Ibid) 

This new orientation in investigating creativity also obliquely acknowledged the 

importance of geography and a kinesthetic bonding to that geography in the activities of 

creative play as Ray describes in his childhood play activities.   This acknowledgement 

confirms the importance of the social emergence orientations of the Indigenous child 

because it is profoundly connected or bonded with a specific place, the geography of 

birth and kinship.   

This cognitive pluralism vector causes dilemmas for Indigenous students and the 

educators forging an academic relationship with these students, including educators of the 

Gifted who desire to identify talent and foster the intellectual competency of Indigenous 

students.  An example of this dilemma occurred in Ray’s encounter with the eastern 

academy humanities course.  He prevailed through his frustrations but the instructor will 

never know how Ray, through cultural and geographical  “blood memory,” is intimately 

known to the terms of “silence.”  In contrast to the Exeter experience was his tutelage 

under the English teacher at his preparatory school that prepared him for the scrito-
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centric environment of the university, and this gave him the opportunity to experience 

success as a competitive actor. 

 

Empathetic Zeitgeist :  A Socio-Historic Factor 

The zeitgeist of the socio-historical period is an opportunity factor in Ray’s 

secondary school instruction.  Ray’s English teacher hails from a prestigious university; 

she provided important assistance and guidance in preparing for his future encounter with 

the American university.  She shepherds Ray from his initial interest in writing plays to a 

more difficult form of English writing:  the “essay,” a literary form that requires the 

cultural logic of the English language to present and defend an argument.   

Ray may not know the reasons for an educated woman from Massachusetts 

teaching in a remote reservation preparatory school, but it may be inferred that the 

zeitgeist of the socio-historical period that promotes the acknowledgement and elevation 

of Indigenous cultures worldwide supported her decision in her career.   

 

Transcendent Child 

 Ray, between the ages of five and eight, experiences the disharmony of his 

parents while his father is working on his engineering degree.  His parents divorce when 

he is eight years of age and his sister is seven.  Divorce is unusual for the Dineh at this 

time, though there are ancient provisions in the culture for divorce. Ray is the only child 

of divorced parents in his elementary school in Kayenta.  Throughout the interviews 

concerning culture and childhood, Ray interjects the difficulties he  
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experienced with his parent’s divorce.  As we are speaking about the “Stars of the 

Desert” drama festival, Ray interjected:  

DCM: The drama festival was a good stimulus? 

 

RAY: Yeah, just that fact that I could do it. I got over those fears of being in front of 

everybody, you know, those common fears a person gets when they want to express 

themselves or say something about themselves. I think a lot of that is a kind of 

dignity, I guess, that comes from my family; I've observed the way they communicate 

with each other. Really, it all stems from my parents being divorced. Because it’s a 

whole different way of living after that happens, I think, for a child. I didn't have what 

these other kids had, like their parents. 

 
DCM: Do you know what those things are? 

 

RAY: Like constant support. With my parents being divorced, my mom had to start 

all over from scratch when she started working again. So she had to build her life 

over and at the same time worry about us, you know. My dad had a job all set for 

himself, so it wasn't a big deal to him. He was just really reckless and young during 

those times. I don't think I was as bad as that though, as bad as he was. There is a 

lot you begin to see as a child. I think children are real perceptive, very observant:  I 

was and kind of still am. But you know, just that, going through all those experiences 

after they divorced. 

 

(DCM/Ray, June 1998, Tucson AZ) 

 

 
 Ray finds ways to “transcend” the mark and the disorientation of being a child of 

divorced parents.  His creative endeavors lead him into worlds of imagination, 

exhilaration and achievement as in his break from the conservative “corridors” of 

thinking at the 8th grade Kayenta dance where the girls are thrilled to dance with him.  

Through drawing and theatre arts, first in those “privileged” summertime play sessions 

with his sister and cousins, and later through the sanction of his Navajo Prep school 

English teacher, we observe that Ray is not only finding refuge from his familial pain but 

is forging a bridge with his talent birthright and social expression:  Ray is a transcendent 
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child.  (Stocek, 1997)   Ray is both a primary actor in this transcendence and he is 

recipient of the good fortune of the socio-historical zeitgeist. 

Summary 

  The investigation of this case study section follows Gardner’s template, “The 

Child and the Master,” by comparing key elements in his research to information Ray 

provided in his interviews: (1) “creative capital,” that set of sensitivities that enrich a 

young life and remain entrancing for life; (2) “crystallizing events,” those activities that 

are multi-faceted with deep meaning and questions; and, (3) risk-taking and achievement 

acts that provided confidence in important arenas of activity.    

In the process of investigating these three categories, three elements were 

discovered that may be described as emerging themes: (1) alternative primary 

cultural/philosophical orientations: Child of the Holy-People, Sacred Geography  (2) bi-

cultural realities dependent on the socio-historical zeitgeist; and, (3) the “transcendent 

child.”  

The first two emerging themes are based on cultural phenomena and, the third, is 

a result of a personal awareness and effort. These emerging themes provide an alternative 

perspective in understanding the American gifted child from Indigenous backgrounds.  

Also, these emerging themes may provide perspectives and sensitivity for educators and 

administrators when developing curriculum and pedagogy, not only for Indigenous 

school children, but for other minority children who struggle to merge their unique 

cultural and creative capital with modern education.    
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CHAPTER 5 
 

CREATION OF A WORK :  
THE ANALYSIS OF A CREATIVE PRODUCT 

THE REIGN OF CHANGING WOMAN 
 

Not everyone or everything is "perfect" but a path of education will 
deliver oneself from the doom of ignorance.  I relish the symbolism of 
Changing Woman." 

-  Ray 
 
 

The task of discovering, discussing, and analyzing the intelligence capacities of this 

case study subject follows that of Howard Gardner’s analysis in his attempt to re-create the 

mental models and the representational maps that an uncommonly gifted individual forms in 

the act of creating.  Other researchers in this field, Torrance (1979), Czitsentmihalyi (1997), 

and Vera St. John (1997) also employ this method of description, interpretation and 

evaluation of a particular creative work in their similar investigations of the creative process.  

I shall review the spectrum of intelligence as exhibited by Ray, the case study subject, in a 

particular creative task: the choreographing and performance of his dance work The Reign of 

Changing Woman.  I shall describe and illustrate the intelligence domains that are 

illuminated through the analyses in separate sections.   

The Reign of Changing Woman is a dance work that Ray created for his senior 

capstone project, similar to an honors thesis and a requirement necessary for his graduation.  

I begin with a description of the choreography and discuss the theme concepts on which the 

choreography is based.  Ray’s struggle to select a theme for his choreography reveals a 

seminal cultural dilemma that characterizes the chosen creative task. 
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In the section, “Crucible for Creativity: Cultural Dilemmas,” I discuss the role of 

the sacred in Ray’s development of the choreography; the sacred Ray notes “provides 

the energy and direction for my creativity.”  The role of the sacred in Ray’s creative 

process is an emerging theme but it is discussed first because it provides the foundation 

for the analysis of cognition and creativity within the creative task. 

Gardner (1983) maintains that there are three synergistic elements that 

functionally integrate to foster a creative individual: innate talent, motivation and 

opportunity provided by the culture in society.   Gardner, too, notes the importance of 

mentorship as an association formed to guard, guide and cultivate gifted individuals.  As 

the aesthetics and dance technique of modern dance pioneer Martha Graham had such an 

appeal for Ray, I establish Martha Graham as a “distant mentor” and specify how this 

“mentorship” influenced Ray in the development of his “representational map.”  I shall 

include Ray’s quotes from Graham’s writing and his discussion from the interviews.   

Ray established a valuable relationship with a Dance Division mentor during and 

beyond his university experience.  His mentoring professor is an important role model, 

although there is no formal mentorship contract between professor and student.  In Ray’s 

junior year, he experiences an epiphany during the rehearsal phrase of his mentoring 

professor’s dance work in which Ray gains an intimate understanding of himself, and his 

ability as a performer of the modern dance technique.  A choreographer builds from the 

experience of performance.  With this being a pivotal awakening experience to Ray as a 

dance artist, it is presented before his development as a choreographer in the episode 

entitled, Homo Aestheticus.  
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The section, “Ray as Choreographer,” provides the analysis of the creative task 

that reveals his mental maps and the ways he is cognizant of his “craft knowledge,” his 

peculiar way of thinking through his imagination into choreographic realization, and the 

development of his intellectual gifts in several intelligence domains: bodily-kinesthetic, 

spatial, intra-personal, linguistic and musical. The examination of the process by which 

Ray understands and utilizes the associated dance arts in the creation of The Reign of 

Changing Woman are discussed in the sections on musical and spatial intelligence.   

In the section, “Deep Song,” I review the evidence bearing upon intra-personal 

intelligence.  I complete this chapter with a summary of the analysis of a “creative 

product” where I present Ray in his creative activity as a choreographer and interpretive 

dancer. 

Two emerging themes have been discovered through this investigation of the 

creation of a work: The Role of the Sacred and Linguistic Intelligence Capacity.   The 

Role of the Sacred is embedded in the section Crucible of Creativity. The evidence for  

Linguistic Intelligence Capacity in Ray does not specifically concern itself with the 

“Creation of a Work”; it is a precursor to Ray’s senior capstone project.  As researcher 

Judy Rogers notes, however, in her investigation into spatial intelligence, while one is 

investigating a specific intelligence, another intelligence domain may be revealed. 

(Rodgers, 1999).  Since this is a case study, it seems appropriate to report upon this 

emerging theme which will enrich the portrait of Ray.   
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Aesthetics Definition 

Throughout this chapter, I shall refer to the “natural psychobiological function” of 

the mind-body experience known as aesthetics.  I choose a definition of aesthetics from 

the work of Ellen Dissenayake, who pioneered a post-modern reconstruction of aesthetics 

in her seminal work Where Does Art Come From? (1992) and followed by Homo 

Aestheticus (1997).   Dissenayake (1997) claims that “ordinary behavior” most often 

provides the roots of aesthetics in that aesthetical reactions are natural and universal to 

the human species, although they may be difficult to describe with language, and that 

aesthetics gratifies the body and the soul:  

The swooping sensation inside the chest as one watches a 
dancer leap or a cathedral vault soar, or hears a gathering crescendo; 
the contraction of the throat or even trembling and weeping while one 
follows a complex harmonic progression; the sensation on the inside of 
one’s hand of mentally caressing a sculpted curve of stone or wood; 
the wish somehow in some unimaginable way to gather a poem (its 
words, all it implies) and fasten it to oneself, blend with it, possess it, 
the unexplainable feeling that words have shapes, that colors can be 
touched or heard, that sounds have contours and weight.  

Today we would say that these sensations are actually mental 
phenomena: synesthetic, kinesthetic, associational–which in another 
way to say that body and mind are a unity.  (p. 140) 

 
 Author, N. Scott Momaday, in his essay “I am Alive” provides an Indigenous insight as 

to what constitutes aesthetics, “the sense of beauty, of proportion and design” and how it 

is alive in the Indian child:  

 An Indian child, by virtue of his whole experience, hereditary as well as 
environmental, sees the world according to this esthetic sense, I believe, 
and his view is sure to be incisive and composed; he perceives an order in 
the objects of his sight, an arrangement that his native intelligence super 
imposes upon the world as in astronomy we superimpose line drawings 
upon the stars.  (1979, p. 25) 
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 These two definitions of aesthetics shall serve as the foundation of my references 

to aesthetics within this chapter. 

 

The Field   

I shall include Gardner’s third section of his creativity template, “The Creator and 

the Field,” at the end of this chapter since Ray’s “Field” of experts in the dance arts are 

comprised of the university experts and associates that were actively engaged in the “The 

Creator and the Field” during Ray’s matriculation.   

The Field will reward Ray’s efforts in acquiring a new cultural discipline, modern 

dance, and also for developing a creative response to this new acquisition of knowledge 

through his work in choreography.    
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 Description of the Dance :  The Reign of Changing Woman 

Synopsis (from program) 
 
Episode I/ Opening: winter; desolation; death of Changing Woman 
 
Episode II/ Mourning: lamentation; enter Father Sky and Medicine Man; 
pleading for harmony 
 
Episode III/ Blessing Way Ceremony Concept: to heal Changing Woman 
so that she awakens from darkness; the gods provide Her another chance 
 
 

 

 
Episode IV/ Birth of Spring Season: harmony is restored and she is 
permitted to walk forever in beauty; dance of Changing Woman's 
celebration 
 
Through Navajo story telling, Changing Woman symbolizes change and rebirth 
in correlation to the changing seasons: as from "death to rebirth," so as "winter 
becomes spring."  Father Sky and the Medicine Man join healing powers to bring 
back Changing Woman, then harmony can be restored and life renewed. 
 
 

 

The stage is dark as the horns blare their first notes; Changing Woman rushes in 

as the lights lift and encounters at the end of her diagonal run, the barren tree held in 

place by four tall prayer wands painted in the colors of the four directions: white, 

turquoise, yellow and black.  Changing Woman dances to describe her understanding of 

what this barren tree means and then collapses downstage left.  From downstage right, 

The Spirit of Father Sky enters and proceeds towards Changing Woman with backward, 

hesitant strides.  The Medicine Man enters from upstage left and crossing the stage space 

meets The Spirit of Father Sky at the now dormant, “sleeping” Changing Woman.  
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Together, these two dancers perform Episode II that engages the dancers in solo 

and collaborative movements expressing their individual responsibilities towards 

Changing Woman. Both dancers must pour their energies through responsible prayer to 

assist the realization of her rebirth. 

 Changing Woman is revived and carried on the back of The Medicine Man 

towards The Spirit of Father Sky to the center of the stage in Episode III.   

The music changes from the pensive, severe strain of Samuel Barber's strings to 

silence, then to bird song and, lastly, to the repetitive drumming of a traditional honor 

song of the Athabascan peoples.  The final episode begins with all three dancers stepping 

in a vertical line to the rhythm of the “Honor song” music until an iconic pose is abruptly 

struck like that of a sculpted figure featured in a sand painting. They disperse in 

individual paths to place themselves on the Navajo blankets prepared and placed upstage; 

they stop as if in mid-flight at the sudden final beat of the drum.  

 

Review of the Choreography for The Reign of Changing Woman 

The Reign of Changing Woman is a tribute to Dineh story telling and aesthetics 

and to Martha Graham technique.  The gestures are specific, intense, and portentous.  The 

spatial design appears in planes unique to the geography of the “stage story space” 

suggesting the ancestral Dineh lands.  There exists an aura of devotion, tenderness and 

mystery in the dance.  The lighting proceeds from darkness to light.  The ending is bright, 

celebratory and concise designating that the metamorphosis of Changing Woman  is 
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successful through the intercession and prayers of The Spirit of Father Sky and the 

Medicine Man, the holy man of the Dineh. 

During his interview concerning the creation of The Reign of Changing Woman, 

Ray read from his rehearsal notebook with additional notes from his 2001 review. 

 Ray:  I said the story is that (now reading from his notebook) Changing Woman is 
dying, winter had come. And, she like Demeter (really Persephone) must die and the 
earth will be cold and lifeless, almost. 
 
The people suffer (which are the Navajo People) with her, and when she passes on for 
a while she will be taken care of by the People (e.g., Sleeping Beauty), Changing 
Woman is merely sleeping a ‘death sleep,’ temporarily, and she will be awaken by the 
calling of spring. 
 
And, I go on again to how she enters her joyous moment. 
 
(DCM/Ray, May 1998, Tucson AZ  /  March 2001, Page AZ) 

 
 Ray finds parallels for his primary deity in western Greek myths, however, his 

deity is alive to his unique interpretation being a Dineh.  

 

Genuine Discovery – Archetypal Energy 

Ray is transforming a particular technique and aesthetic; he avoids a cliché 

interpretation of Graham technique by creating an authentic design of movement and uses 

an archetypal energy, through which he successfully tells his story.  Because this is his 

senior capstone project, Ray receives critiques from his mentoring professors.  The result 

of his critique is an invitation to present his choreography, The Reign of Changing 

Woman, in the Faculty Spring Showcase, a place usually reserved for graduate student 

choreographers.  
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 Ray finishes his choreography and performance in the glow of warm applause and 

audience appreciation.  It is the conclusion of a journey and a point of beginning as he 

enters the meta-cognitive examination of how he has acquired knowledge and what he 

consciously understands about his creative process in the making of the Reign of 

Changing Woman. 

 

Crucible for Creativity:  The Role of the Sacred 

In order to reconstruct the mental model that Ray utilized while creating  

The Reign of Changing Woman, I begin with an analysis of the title because the process 

by which Ray chooses the title reveals an underlying cultural dilemma of difference.  The 

title of the choreography appears in the program first in the Navajo or Dineh language: 

“ASDZAAN  NADLEHHAZLII.”   

Deciding to place the Dineh name first in the program was a choice that Ray 

deliberated upon knowing this to be a revolutionary act being the first Dineh 

choreographer in the Dance Division.  Ray did not come upon his theme easily.  His first 

ideas for his senior capstone project, which is similar to a senior honors thesis, were not 

related to his cultural heritage.  It took the successes of his junior year, in particular a 

dance work Father Sky created first as a class assignment and then enhanced for a last 

minute performance opportunity, for Ray to re-imagine the possibility of reviewing his 

heritage for theme material for  his senior project.  By the time of the last rehearsals of 

The Reign of Changing Woman, some nine months after his conception of the theme, he 

was confident to present his program notes to the dance faculty with the Dineh words.   
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Abiding Contrast:  Pervasive Element in a Bicultural Reality  

 Ray understands the idea of archival accuracy, and as the program notes compose 

a written document, Ray is mindful of the importance of the program’s scripted 

representation.   His senior project is an expression of a nexus between his Indigenous 

traditions and modern society.  At the dress rehearsal for The Reign of Changing Woman 

Ray encountered the delicate dilemma of interpreting the movements of the Medicine 

Man, the Dineh holy man.  Ray related how with the assistance of his mentoring 

professor, he was able to revise a movement that was both authentic to the story yet 

protected the sacred element of the original ceremony.  (Ray, Rehearsal Notebook, May 

1998) 

The cultural dilemma, the abiding contrast, is a prevailing element in the creation 

of the choreography because of the theme material and the continuing differences over 

how one gains knowledge, the affective mode for receptivity.  The manner in which 

knowledge is acquired and intelligence is expressed must be interpreted through two 

different lens, simultaneously.   Others like Ray, who are bi-cultural, will move in both 

systems; therefore, abiding contrasts will characterize their experience either in a 

resolved or unresolved manner and still it will be present always. 

Ray discovered an excerpt from N. Scott Momaday's novel, Ancient Child, that 

provided a description of the intensity of this dilemma that engaged him in mind, body 

and soul.  “Set” the protagonist in the novel is struggling with his identity.  He is 

struggling with the challenge of his Kiowa "bear" tradition and his experience of being a 

man of the modern world like Ray: 
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 How could he have become so confused, so disoriented in his 
mind and soul? How on earth did he come to this? Something had 
compelled him, but what? Who was he, and where? It was as if he had 
been uprooted, torn away from his own familiar place. And to what 
possible purpose he could not imagine. He tried to get it all straight in his 
mind. He told himself that he was a man like other men, that he earned 
his living, that he did no harm, that he wanted to give something of 
himself that was valuable to the world. Dear God, he knew who he was, 
didn't he? He had said to himself many times, ‘I am Set.’ But what did it 
mean? In his profound loneliness, in his sickness, in his delirium he no 
longer knew, if ever he had known.   (1989, p. 277)  

 
Momaday’s description of this dilemma found sympathy with Ray and gave an 

assurance that his journey though unique was not without precedent; and, that there were 

Indigenous artists who could serve as role models. (Ray, Notebook, November 1997)  

This is a moment in Ray's artistic journey in which he is encountering difference and 

creates a response: a point beyond reaction and defense and towards creative engagement 

and meaning.  

 

Who is Changing Woman?   ASDZAAN  NADLEHHAZLII 
 

Changing Woman ASDZAAN  NADLEHHAZLII the theme concept of 

Ray’s dance work, The Reign of Changing Woman is a primary god in the 

cosmology of the Dineh.  As can be discerned by Ray’s program notes, Changing 

Woman ASDZAAN  NADLEHHAZLII symbolizes the evolution of the Earth 

manifested in the changing of the seasons. Changing Woman ASDZAAN   

NADLEHHAZLII came to the Dineh as a savior figure in the time when giants 

pursued the Dineh into imminent oblivion.  Changing Woman ASDZAAN   
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NADLEHHAZLII is of a sacred birth and maturation; in this way she is similar to 

Athena of Greek mythology and the “Son of the Sun” in Kiowa origin myths. 

Changing Woman ASDZAAN NADLEHHAZLII   is a gift from the Holy People 

in the creation of the last world (the 4th world), when the fourth world was in a state of 

natural order in which all living things were in prescribed places and proper relationship. 

Certain social aberrations occurred, however, among the inhabitants of this fourth world 

and monsters appeared:  

The Holy People took pity upon this situation and they 
arranged for First Man to find Changing Woman at Ch'oolii.  First 
Man and First Woman raised her in a 'miracle way'. Under the 
direction of the Holy People, they fed her sunray pollen, pollen 
from clouds, pollen from plants, and flower dew so that she 
matured miraculously.  In two days she walked, in four days she 
talked, and in twelve days she began to menstruate.  Her 
menstruation symbolized the restoration of power and fertility on 
the earth and was cause for great rejoicing.  The first Blessing Way 
ceremony, Kinaalda, was celebrated in honor of the event.  Shortly 
after this ceremony, Changing Woman mated with the sun and 
gave birth to twin sons, Monster Slayer and Born For Water.  

Changing Woman was lonely for companionship and 
decided that there should be more people, so she created humans.  
She created the Nihookaa Dine'e here on the earth's surface.   

Changing Woman became the inner form of the earth.  Her 
continual maturation, death, and rebirth are mirrored in the 
changing seasons of the earth: birth is mirrored by spring, youth by 
summer, maturity by fall, and old age and death by winter.  As the 
inner being of the earth, Changing Woman is considered the 
mother of all who dwell on earth's surface.” (Schwartz 1996, p. 23) 

.    
Changing Woman ASDZAAN NADLEHHAZLII represents life and renewal, a 

change that is ordered and harmonious.  This change, as may also be discerned by Ray’s 

program notes, occurs with the assistance of her people through proper devotion and 
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prayer.  The Medicine Man consorts with the Spirit of Father Sky to enable and assist 

Changing Woman forward in her path from “desolation to renewal.” 

 

How Must We Know Changing Woman:  Myth, Reality or Fairy Tale? 

 
Myths are the most general and effective means of awakening and 
maintaining consciousness of another world, a beyond, whether it be 
the divine world or the world of the Ancestors.  
  

         - Mircea Eliade, Myth and Reality (1963, p. 139) 
 

 A discussion of what Changing Woman means to the Dineh and a review of how 

that meaning contrasts to western philosophical thought is necessary before proceeding in 

this analysis of intellectual study and art making.   

N. Scott Momaday, in his course “Oral Traditions,” requires the reading of 

Mircea Eliade, a twentieth century scholar of comparative religions in order to examine 

myth, reality and fairy tale.  Eliade’s scholarship was the orientation point by which 

members of the class from a western European tradition, like myself, could acquire a 

basis for understanding the living reality of myth to modern Indigenous peoples. An 

example of how important Changing Woman is as a living reality is discerned from 

written comments Ray added when reviewing the interviews concerning his program 

notes:  

To ‘change’ is real but it is also symbolic at the same time.  You can't force 

people or other living things to change, but you can act to symbolize change.  To change 

or to help change can evolve for good or for evil,…both are real.   

 

Not  everyone or everything is ‘perfect’ but a path of education will deliver oneself 

from the doom of ignorance.  I relish the symbolism of Changing Woman." 

 (Ray additional comment, January 8  2001, Page AZ) 
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If we are to say that Changing Woman is a myth, we must recognize that the “we” 

of the inquiry are inheritors of what Eliade defines as a "fabulous" discussion of myth, a 

discussion that by its very act, suggests that the myths of a religion are “dead.”  We have 

an abiding contrast between the Dineh and Changing Woman and contemporary western 

philosophical consciousness.  

The Dineh religious concept of Changing Woman is not dead.  It is active through 

the work of holy men and women, including Ray’s grandmother, who commit to memory 

knowledge of the Dineh cosmology to celebrate ceremonial rites (as Roman Catholics 

celebrate their central spiritual reality through the ceremony of the Mass).  Twelve levels 

of knowledge comprise the body of scholarship that serves as the oral teachings of the 

Dineh and each level increases in metaphysical and philosophical complexity. (Swartz 

1999, p. 24)  

 But how is the modern, non-Indigenous person to apprehend the sacred truth of 

the concept of Changing Woman?  Eliade explains that the myths from the ancient Greek 

world (the basis for western civilization) have been “filtered” through the prism of Greek 

rationalism and, essentially, it has emptied the myths of Homer and Hesiod of the sacred.  

Eliade explains that this filtering effect, this diminishment of the ancestral sacred 

teachings of oral history, has reduced the sacred to a fiction or that of a fairy tale.     

(1963, p. 148)   

 Changing Woman in the forms of living religious myth and art work are 

examples of the prevailing abiding contrast:  contemporary Dineh utilize their oral 
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history, a body of knowledge which includes myths, as a guide in their life for meaning. 

(Swartz 1999, p. 117)  Ray understands that the story of Changing Woman is sacred in 

his life and by living by this myth he achieves an understanding of reality, value and 

transcendence, the very qualities that Eliade (1963) cites as integral in all myths:  

Myth, in itself, is not a guarantee of ‘goodness’ or morality.  
Its function is to reveal models, and in so doing, to give a meaning 
to the World and to human life.  This is why its role in the 
constitution of man is immense.  It is through myth, as we said 
before, that the ideas of reality, value and transcendence slowly 
dawn.  Through myth, the World can be apprehended as a perfectly 
articulated, intelligible, and significant Cosmos. (p. 144) 

 
 Ray reflected upon this association of Changing Woman as a living reality versus 

a fairy tale in a formal answer to an interview question:  

I have been chosen.  [Martha] Graham always said the artist is the 

chosen one.  And I'm not trying to be selfish or the center of attention here, but 

you know . . . Yeah, you want to be honest when you feel like this because there 

was that time when I felt I was, and I was trying to find the essence in ‘Homo 

Aestheticus’ (a dance work created by Ray’s mentor) when I danced that role. 

 He (protagonist) was searching, but he wasn't chosen yet. He was on 

the verge.  I felt within me some kind of, not presence, but a calling, an 

imaginative calling. 

 

(Ray, June 1998, Tucson AZ)   

 
After providing these remarks in the formal interview, Ray and I left the library 

and strolled into the summer moonlight and he offered these extemporaneous 

remarks:  

Don’t you know, Dorothy, that I am ‘Changing Woman’–-‘a changing  

man’.  I have the power to become, to be restored like ‘Changing Woman’ from 

desolation to a renewal.   

Also, because I am who I am, I have a special duty towards ‘Changing 

Woman.’ 
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The duty to use my imagination to create, to symbolize change of some 

sort, and to be responsible with my imagination. 

 

(DCM/Ray, June 1998, Tucson AZ  /  January 2001, Page AZ) 

 

This remark suggests that Ray has a devotion to Changing Woman and that this 

Dineh cosmology is significant as to how he envisions his identity and how he might 

express that identity.   

 
Homo Aestheticus: A Dance Arena for Developing Bodily-Kinesthetic  
Intelligence and the Identity of a Dancer 

 
 

“Homo Aestheticus” is two things:  a philosophical concept proposed by  

Ellen Dissenayake in her book Homo Aestheticus (1997) and the foundational theme of a 

dance work created by Ray’s mentoring professor that will feature him in a cameo role.  

Although the dance work is entitled differently from the working rehearsal title, Ray 

refers to it in his rehearsal notebooks and his interviews as Homo Aestheticus.   This will 

be the name I will use throughout this discussion.  

Ray experiences deep personal revelations in the process of working on Homo 

Aestheticus. The interviews with Ray about rehearsing this work focus on the creation of 

the dance work and reveal him as a performer and as an artist creating a role.  I am using 

the creative process for this dance work as an instrument by which I analyze Ray’s 

bodily-kinesthetic and intra-personal intelligence as expressed in performance.  

Ray enters notes about the initial meeting of the cast in his rehearsal notebook.  In 

summary, the cast of twenty-five dancers are assembled and the fundamental theme of 

the dance work is presented. The rehearsal procedures are shared; this dance work would 
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need the collaboration of all the dancers.  The first fifteen minutes of the rehearsal would 

be free improvisation – the choreographer would be searching for essence, that certain 

poetry of movement that is of a certain aesthetical value.  The dance work has a specific 

purpose for the choreographer; he is looking for a healing understanding about a 

grandson who has been born with a specific disability.  The dance is dedicated to this 

grandson.  

Ray then lists a number of descriptors for this child:  the inward person who seeks 

beauty and is of the very essence of “Beauty”; the searching of the “dark” humungus,  

disabled, crippled, ugly in a certain way and yet transcendentally beautiful.  (Ray, 

Rehearsal notebook, January 1997)   Ray underlines the words “humungus” and “ugly in 

a certain way and yet transcendentally beautiful.”  

The choreographer notes that he will be observing the improvisation warm-ups 

for the rehearsal for the poetic essence by which he will then cast certain dancers for a 

cameo role and one, specifically, to take on this delicate burden of interpretation of the 

“dark side of the moon.”   The philosopher John O’Donohue describes this “ugly yet 

transcendentally beautiful” quality in his essay Call of Beauty:  “When we affirm 

another’s beauty, we affirm something that cannot be owned or drawn into the grid of 

small mindedness or emotional need.  There is profound nobility in beauty that can 

elevate a life, bring it into harmony with the artistry of its eternal source and destination.” 

(2004, p. 15)   
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The Dark Side of the Moon  

 An important element in dance expression beyond the thematic material and the 

cognitive and intellectual reasons for creating dance is the “essence” that marks the 

dance arts as the most ancient of human art forms.  This element is the psychic energy of 

dance art that connects the dancers and the audience with the deep feelings of the 

dance’s intentions.   

Ray signifies that his participation in the creative development and performance 

of the cameo role in Homo Aestheticus contributes to his understanding of himself and 

his destiny as an artist. The role is described in Ray’s rehearsal notebook as “an 

adventurer to what may be called the “dark side of the moon.”  When he reviewed the 

transcript two years after this experience, Ray added a commentary that further  

illuminated his personal involvement. 

There was that time when I felt I was and I was trying to find the essence in ‘Homo 

Aestheticus’ when I danced that role. 

 

He (the dancer in the ballet) was searching, but He wasn't chosen yet;  

he was on the verge. I felt within me some kind of, not presence, but a calling--an 

imaginative calling.  

 

It was like an energy that speaks to you and says: it doesn't say something in your ear like 

in the movies, you know, how they say there are spirits in the air, not like that but just … it 

is a voice that is within yourself. Your voice tells you or your heart or your mind associated 

with all of it [that voice] tells you because everything inside you is an individual, too, like 

your brain and your nervous system. All those are individuals and they sort of congregate 

their energy in you. Psychologically, it was telling me whatever it was that I now have, that 

I had reached a certain point in my life, then that 's how I felt.  

 

My body stories were on the rise. You have reached denouement in your life and now 

you've got to deal with that, not to manipulate but to organize it in order to create.  I had 
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listened to know my body, to understand my body, for its only language is physical 

movement.  Yes, not manipulate it but organize it. 

 

(DCM/Ray,  June 1998, Tucson AZ / Ray’s additional notes are in italics and date from 

January 2001, Tucson AZ) 

                   

“Beauty is not all brightness.” writes the philosopher, John O’Donohue. “In the 

shadowlands of pain and despair we find slow, dark beauty. The primeval conversation 

between darkness and beauty is not audible to the human ear and the threshold where 

they engage each other is not visible to the eye.” (2004, p. 179)   

Ray does not connect any childhood experiences with the demonstration of his 

performance, but it can be noted that he does equate the pain of his familial life with the 

preparation to becoming an artist.  His commentary on his original interview concerning 

that childhood “desertion” intensifies his painful remembrance and he feels sensitizes 

him to the Arts:  

I didn’t have what these other kids had, like their parents around them.  My sister and I had to find 
our own ways of expressing ourselves and to be cautious.  We were so young, moving from one 
babysitter to the next took its toll on us.  I grew attached to the arts.  

(Ray, January 2001, Page AZ) 

   When Ray speaks of his “body stories” and his reference to “the voice” we may 

equate them to that “primeval conversation between darkness and beauty” of which 

O’Donohue writes.  This was the description of Ray’s intimate experience in the process 

of creating this role as well as the realized performance of that role to the satisfaction of 

the choreographer.  
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Ray progresses in his modern dance technique and performance ability in his 

junior year.  His experience in the Homo Aestheticus production provides him with the 

confidence to engage in his own creativity in developing his senior capstone project as 

well as a deep insight into the challenges and sacrifices one must endure and persevere 

in order to prove oneself as a performing artist in a difficult role.  

 

Journey to Becoming a Choreographer 

 Ray’s receives his first formal instruction in the art of choreography from the 

Dance Division at the university.  Ray brings a childhood lived in the magnificent 

landscape of the  Four Corners region of the American Southwest that influences him in 

his choice of which modern dance technique to study and prepares his application of the 

aesthetics of Martha Graham.  Joseph Campbell, a scholar  in Comparative Religions, 

elevates the importance of the natural environment to the creative indigenous individual 

in his conversations with Bill Moyers. (1992)  Campbell implies that the environment 

shapes the art, poetry and ideas of traditional cultures who “come out of an elite 

experience, the experience of people particularly gifted, whose ears are open to the song 

of the universe.” 

 The natural landscape is the seminal place of inspiration for Ray and an origin 

source of his aesthetics. His aesthetics align his quest to particular paths of inquiry that 

will engage his thinking and define the expression of his knowledge.  Vygotsky 

researcher, Dr. Luis Moll, interprets this cultural bounty as a “fund of knowledge” from 

which culture is not a burden but a point of power.  (Moll, 1997) This is particularly 
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important to a person working in specific creative endeavors.  For Ray, it seems that he 

carries an archetypal energy that imbues the power of his ancestral land and that of sky, 

and thunder.  

  

Dance Major 

   Ray's path to becoming a performer and choreographer follows a regimen 

that reflects the demands of the art form: daily dance technique classes, bodily 

mechanics, and studies in dance history, philosophy and music. This precise discipline is 

familiar to Ray; he connects it to his life on the reservation and, in particular, to the 

domestication or “breaking of a horse,” a discipline that spanned two years.  In addition, 

the dance faculty will require that Ray attend live performances by the department and by 

visiting artists to the university community that will widen his exposure to the art form.  

  As a sophomore, Ray does have a seminal class with his mentoring professor, 

“Sources for Choreographers,” where multiple art sources, i.e., poems, paintings, and 

stories are examined for use in developing personal choreographic motifs; and, from 

which a collective choreographic project is mounted.  I, too, was a member of this class.  

The class assignments require me to collaborate with Ray and a fellow colleague, a more 

seasoned performer and dance technician, who befriends Ray and assists him in this 

classroom performance.   Ray seems to exhibit some uneasiness as to the question of 

“how” to perform.  Sometimes he projects his performance in unnatural imitations; 

gradually, he understands how to produce an honest performance without clichés.   By his 

senior year, he is so respected for his flexibility in rehearsal for trying out anything and 
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for his authentic honest responses and committed performances that he is given cameo 

roles and awarded several prizes.  

 

Critical Growth Choice and Personal Identification 

 Ray begins his formal studies in choreography in his sophomore year.  He 

creates a work to a score by Igor Stravinsky entitled "Frustrations."   This work is 

in response to a personal identity crisis.  I use psychologist Erik Erikson’s (1972) 

definition of crisis as a description of Ray’s mental mood: “Crisis is used here in 

a developmental sense to connote not a threat of catastrophe, but a turning point, a 

crucial period of increased vulnerability and heightened potential, and therefore, 

the ontogenetic source of generational strength or maladjustment” (p. 42) 

  Ray notes in his personal correspondence that he is dealing with social drinking 

that leads to excess. Ultimately, his grades suffer and he is put on probation. There are 

money problems leading to a period of seeming “semi-starvation.” His classmates who 

are socializing with him grow concerned and rally to support him.  This moment of self-

definition is known to his closest friends and to certain faculty members who respond in 

ways that stabilize the situation. (Ray, Correspondence, January 2001)  Ray creates a 

dance work to Igor Stravinsky’s music entitled “Frustrations.”  Ray describes it as a 

“cathartic dance.”  

I heard Stravinsky’s music and I just wanted to try out an idea of choreography.   
Some concept of choreography I wanted to try out. It was the end of the semester and the 
Dance Division’s ‘Last Chance to Dance’ program.  I created this little thing and it came out 
alright. It was a cathartic dance.  
 
It became a dance about life and the frustrations of surviving.  I can watch the dance now and 
reconstruct it with different music. 
(DCM/Ray, May 1998, Tucson AZ  /  March 2001, Page AZ) 
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  Ray describes that the dance has several “pauses” and “moments of thought.” 

The two dancers alternate in dancing a conversation with the audience: “Then they both 

are talking [dancing] at the same time.  And eventually they come together and there is a 

struggle.  They are both aggressive.”  The dance is short but powerful and expresses the 

struggles Ray exhibited in his critical growth choices and in his definition of himself in 

his new dance community.  He has a cathartic resolution to these struggles and finds the 

energy and confidence to continue in his studies.  

 

A Self-Initiated Study of Martha Graham:  Distant Mentor 

  With the introduction of multiple forms of dance (classical ballet, different 

genres of modern dance, jazz and ethnic world dance), Ray moves from his entry point, 

i.e., trendy pop “TV dance,” to explore the modern dance forms, specifically, the 

technique and choreography of Martha Graham.  He begins a self-initiated study of her 

work and reviews choreography, videotapes and books of Graham and her 

contemporaries.  He listens to the music of the ballets of Graham: “Appalachian Spring” 

by Aaron Copland, “Medea” by Samuel Barber and those of Graham's mentor, Louis 

Horst.   

  Ray pursues an autodidactic education that expands his choreographic 

horizons and engages, too, in a musical analysis of noted composers of the twentieth 

century.  Ray examines Graham’s biography and her aesthetics according to spatial 

design by extending his investigation to include the stage work and costumes of 
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Noguchi, Graham’s long time collaborator, and a man of bi-cultural realities (Graham 

knew Noguchi first as the son of her Irish maid whose husband was Japanese).  

(Graham, 1999) 

 

The Martha Graham Studio:  New York and Its Impact  
 
 The dance studio is the workshop of the choreographer.  Ray brings to this studio 

the seminal idea, the original motif he had discovered in his junior choreography class.  

He brings to the work a deeper understanding in the Dineh philosophy through his 

enrollment in the “Navajo Language and Culture” course in American Indian Studies.  

Ray now brings forward his experience in his modern dance and Graham studies.  

 The apex of these efforts is achieved when he receives a grant from the Dance 

Division to attend the winter session of the Martha Graham Dance Company School in 

New York City.  He first investigated the possibilities for enrollment in the winter 

session; he then consulted with his mentoring professor and myself about the possibility 

of attending the two-week intensive training in Graham technique.  The Dance Division 

provided scholarship money for the tuition and Ray gathered up his savings and traveled 

with a companion in a pick-up truck to New York City.   As a parting memento, I gave 

Ray a copy of Martha Graham’s newly published autobiography, Blood Memory.  

Ray had many impressions about New York City in the winter holiday season, the 

Graham school, and how he envisioned himself in that environment: 

It’s the concentration with the whole state of Life.  Not just when you enter class.  It’s the 

concentration throughout while you’re taking class. That’s what is required of dance and it 

was required by Martha.  There was more intense imagination, using my imagination 
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more dramatically, theatrically… and, finally, the concentration hit me heavy when I went 

to the Martha Graham School, of course. 

 

There was a gain in intensity in how to use my imagination with the weight of 

concentration as a result of attending the Graham school. 

 

Because I was really new to New York.  I was alien to New York, alien to everything there 

and the ways of thinking.  Adjustment wasn’t hard.  Openness was a must.  Not being so 

constricted with who you are, necessarily.  I had to give.  Like I said, I gained a giving-

ness from Father Sky (a dance work study in hieratic gestures) performance that released 

me from conformity and so I became liberal.  New York, though, is a hazard.  I can 

understand why Martha had to leave such a hazardous place for the Southwest. I couldn’t 

create in a hazard like New York  

 

(DCM/Ray, May 1998, Tucson AZ  /  January 2001, Page AZ) 

 
When Ray returns to his Southwest, he reviews again all of Martha Graham’s 

work.  He finds her dance work,  “Steps in the Street,” to be expressive of how he felt 

residing in New York City, amazed that he could study in New York City, but certain that 

he could not be creative in such a “tense and hazardous place.” 

Ray’s junior year is a time of consolidation of his technical skills in modern dance 

and ballet and an increased ability in performance skills.  He is expressing his bodily-

kinesthetic perceptions that he combines with intra-personal intelligence skills expressed 

in his performance Homo Aestheticus.   Parallel to these experiences in his artistic field is 

the continuing demands of academic requirements.  Ray succeeds in these requirements 

and is no longer on academic probation. Additionally, he enrolls in a course in Navajo 

language and culture that becomes pertinent and timely to his creative efforts in his senior 

capstone project on a Navajo/Dineh theme.  His senior year begins with private coaching 

in the ballet arts and a serendipitous occasion to perform and choreograph using his 

capacities in linguistic intelligence.   
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Linguistic Intelligence  
 

 Ray’s spectrum of intelligence domains did not include linguistic intelligence. 

Neither is linguistic intelligence an element in the analysis of “The Creation of a Work.” 

However, the episode in Ray’s development as a choreographer that reveals this capacity 

came in the fall semester of his senior year through his participation as a performer and  

choreographer in the Congress on Research in Dance.  As a performer, Ray had to 

interpret the poetry of Pultizer Prize-winning poet, N. Scott Momaday, in the dancework 

“The Healing Herb of the North Wind” that was adapted and choreographed to his poem, 

“The Wound.”  As a choreographer, Ray had to devise a dance movement that would 

interpret his own personal poetry based on the Dineh/Navajo deity, “Father Sky,” in his 

dance work, “The Spirit of Father Sky.”  It is through these two experiences that a 

superior linguistic capacity is revealed.  

 
Congress on Research in Dance: Preparation and Performance 
 

The international community of dance scholars, The Congress on Research in 

Dance, meets bi-annually and in October 1997, they were hosted at Ray’s public 

university. A key evening performance at the Congress of Research in Dance was in 

jeopardy of being cancelled as the original presenter had become ill and a new event 

needed to be created.  A call went out to the dance community asking for dance works to 

fill the evening’s venue.  Ray considered taking a dance project from one of his classes 

and molding it into a solo dance work for this occasion.   Instead of music to accompany 
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this dance work, he decided to create his own poetry as an accompaniment.  The dance 

work which he entitled, “The Spirit of Father Sky,” is based on a Dineh deity, Father Sky. 

 

The Poetry Score for “The Spirit of Father Sky” 

Ray met with great success with his poetry score as well as with his choreography 

at the Congress.  The poetry score of Ray’s dance work “The Spirit of Father Sky” 

revealed Ray’s talent in the linguistic intelligence domain, a domain not initially marked 

for examination at the onset of this investigation.  I began to revisit my notes to look for 

evidence of this linguistic intelligence.  Ray did achieve the best supporting actor award 

as a senior at the Navajo Preparatory school with a script that he and his peers created.  

Ray also spoke of his work with his English teacher where they had a regiment of writing 

that would insure his entrance into the university.   

Ray’s notebook for The Reign of Changing Woman  may illuminate not only his 

thinking about this dance project but also provide information about his linguistic 

intelligence capacities and his intrigue with words:  

DCM: This is your own choice, making a notebook? 
 
Ray: Yes, I knew I had to have notebook and I have it here (indicates his notebook on 
his lap) for Dance 445/B, ‘Advanced Choreography,’ Final Project: Winter to Spring 
was the title, at first, just something; it was an idea title, not necessarily a true title, 
with six or more dancers. Then, I wrote a story and how it was going to happen. 
I wrote out adjectives describing Changing Woman.  Some of these adjectives were: 
distraught, decadence, struggle, pain, suffering, withering, abrupt,  vibratory, slightly 
pendular, moderately sustained.  The last three were movement qualities I thought I 
would be interested in.  
 
DCM:  They [movement qualities] came from your mentor’s suggestions? 
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Ray: Right, and I said the story is (now reading from his notebook) Changing Woman 
is dying, winter had come. And she like Demeter (really, Presephone) must die and 
the earth will be cold and lifeless almost. 
 
The people suffer, which is the Navajo People with her , and when she passes on for a 
while she will be taken care of by the people (like in the story of ‘Sleeping Beauty’). 
Changing Woman is merely sleeping a death sleep, temporarily; however, she will be 
awaken by the calling of spring).  And, I go on again to how she enters her joyous 
moment.  
 
(DCM/Ray, May 1998, Tucson AZ /  March 2001, Page  AZ) 

 
 Ray continues reading from his notebook the outline of his dance and he reads the 

adjectives that describe this revitalization of Changing Woman by the Earth: “joyous, 

celebrating, happy, ecstasy, love, rebirth, harmony, vitality, vibrant, lively.  The 

celebration is involvement of all the people, animals, vegetation, herself, the people 

dance like in a ritual manner.  They dance with Changing Woman and she involves all, 

everyone and everything.  It’s ecstatic.  It is harmony again.  Everything is exciting and 

joyous.” (Ibid)   

 Ray proceeded with this notebook writing discipline throughout the creation of 

The Reign of Changing Woman. A creative notebook is a tool introduced to dance 

students but it is not obligatory.  This exercise engages multiple intelligence domains: 

intra-personal, spatial and linguistic. Ray is also familiar with Martha Graham’s 

notebooks which he has reviewed.  Ray is confident about presenting the notebook in the 

interviews and reading from them.   

Ray then recalls a long discourse during a ballet tutorial session about the use of 

the word “court” since court is often used in ballet terminology but, of course, in English 

parlance it has varied meanings: a basketball court, legal court, court yard, to court a 

lady, etc.  (Ray, Tutorial notebook, February 1997)  Exercising a curiosity for words in 
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their varied expressions is a hallmark activity for poets. (Gardner 1993, p. 212)  A person 

engaged in intuitive thinking and in visual images often expresses themselves in poetic 

terms such as the notable enigmatic descriptions that Martha Graham often used in her 

notebooks. (Graham, 1997) 

Bilingual Mask to Linguistic Intelligence 

Aware that Ray is bi-lingual, I was led to ask him in the interviews about his experience 

with bilingualism and language: 

English was really my first taught language and Navajo came in a little bit later. 
But, they were kind of side by side.  With me, it wasn’t like one was too high.  
I knew more English than Navajo but I was kind of like at the same level.  
It came in 4th grade; we learned to read and write some stuff. 
 
And, the way it contributed to how I understand the English language, …  
It was because certain things in Navajo, …well, most of the language is a descriptive 
language.  It’s more of about speaking or communicating to someone in terms of, uh, 
coming from a description.  You know, like something I might see and then talk about or I 
might described it is how the language is based: what people saw.  So when I speak the 
Navajo language, a lot of it is like searching for a picture that resembles what I am talking 
about.  
 
(DCM/Ray, May 1998, Tucson AZ) 
 

 
 At this point in the interview, we both started composing a “Navajo” sentence that 

began: “In the rock where the hollow echo is, and where the sage brush is very high . . . ” 

and finished with laughter.  Why?  Could there have been a little embarrassment about 

the language sounding so different when a translation was attempted? What we were 

looking for was a transliteration, yes? I appreciated his sharing, yet Ray did not wish to 

continue in this way. 

Certainly, this energy toward describing things in pictures and in a full context of 

physical activity is akin to the work of a choreographer and poet.  Both communication 
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modes use evocative symbols with a variety of meanings.  Ray’s description of the 

Navajo language as verbal communication in terms of description requires precision and 

sensorial awareness in order to provide the exact meaning.   I am reminded of my own 

attempts to learn Navajo during my research and teaching assignments on the Navajo 

reservation.  I was always struck by the poetry of the language, by the visual images it 

conveyed and by the requirement that you listen for the intuitive inner/outer meanings of 

the words and phrases.  I worked with Navajo scholars to transliterate a script for a 

“claymation” video project. (Massalski, 2001) Perhaps this predisposition of language in 

context was what stimulated Ray to ask about the meanings and expressions of the 

English word “court” and other words that came into our discourse.    

This is a facet, along with Ray’s extensive journal writing, in examining and 

evaluating Ray’s linguistic intelligence capacity, that this explorative case study has 

revealed.  I am then led to ask at the end of the interviews whether he thought he had a 

talent in a linguistic capacity, i.e., writing in the style of poetry, drama or literature: 

Yeah, I can write. I thought about writing. I may write some in the future. I see myself writing 
something; some kind of autobiographical account or something like that. Right. 
Or, something more in depth. 
 
(DCM/Ray, May 1998, Tucson AZ) 

 
 Ray is not cavalier about the endeavor of becoming a writer, however, for he 

equates that activity with the efforts he has already made in the dance arena: 

 
You know things like that you must know or experience.  Dealing with human movement, 
just expression, really compelled me to the state of dance.  Poetry would have to go through 
milestones like that, I think, in order to do it.  I didn’t win a prize for those little writings I did 
in English class, but they showed a talent. 
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Yeah, I won’t know how to choreograph a poem in poetic terms. 
I might have a sense of how to arrange things in poetry, in a poetic sense. 
But not to be ‘myself’ behind that art form; it isn’t there really. 
It would just be a surface thing; it would be skin deep, so to speak. 
 
If I started doing the poetry, you know, it would have to be as deep as dance. You know like 
being in a dance workshop like my year in high school and being involved in the cheer- 
leading group. And, being involved in the theatre and winning the contest in the 
cheerleading thing. (Ibid) 

 
 Ray has a personal standard that he maintains for the development of all his 

talents.  He is devoted to his work in the dance arts and he cannot imagine how he might 

have the devotion and energy for poetry, presently.  As he, however, speaks of himself: “I 

am patient.”          

 

Spatial Intelligence: The Art of a Choreographer 

Spatial intelligence is essential for a choreographer.  Spatial intelligence is 

employed in creating the action of the dancers in the style, energy and forms of gesture, 

and individual and group movements on a stage to communicate choreography.  Spatial 

intelligence is engaged in visual design arts that support the choreography: costume 

design, make-up, lighting and set design.   When Ray prepared for initial rehearsals, he 

followed Martha Graham’s artistic design protocols; he drafted diagrams of what might 

constitute the stage action.   

I asked Ray if he used the drawing diagrams as a tool in the creative process when 

he is utilizing and within the stage space.  Ray’s initial answer indicated that he did not 

but his commentary in March, 2001, two years from the initial interview question, and 

following two years of continual work as a choreographer, he stated: “Yes, I find the 
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stage to be a sketch pad.”  He continued to affirm that in rehearsals he gets “stimulated 

emotionally by something, if it is worth following in some way, and if I’m going to gain 

something from it,  then I will use that in an instinctual way: a feeling in me, when it is 

there, …then I use it.”      

Ray does not add to nor alter the initial answer to my next question.  

DCM:  Is it just pure feeling or does it express, this knowing or this knowledge, does it express 
itself  in some other way? 
 
long pause, … 
 
Ray: I used to always draw a lot of pictures and so choreography to me was like drawing on a 
big piece of paper, but I’m not doing it with a pencil, I’m doing it with bodies as the human 
instruments.  
 
DCM: Which, of course, have emotional qualities 

 
Ray: Right. I think the human body is a work of art and science combined. 
It can be very elegant and awesome if it is exercised to be shown in such a way; it is work. 
 
For me, the human body can be danced out to reveal my emotions, the body and the 
choreography, itself,… that the body is moving, limberly, instead of the manner of [drawing] 
pencils, I guess. I do enjoy the ability to draw things and see what will happen.  
 
DCM/Ray, May 1998, Tucson AZ / March 2001, Page AZ 
 

As the interview progresses, I introduce a question concerning the western idea of 

space as having three, even four dimensions.  Ray admits that three and four dimensions 

is challenging.  “If it were two dimensional, the stage, you couldn’t be able to go deeper 

or to go to the psyche.  Now that it is three dimensional, you are able to go in more to 

your imagination.”  (DCM/Ray: May 1998: Tucson AZ / March 2001, Page AZ) 

It seems that Ray’s primary intuitions are not about the stage space design of 

western theatre but a stage space design that is intuitive, of the psyche, and involves the 

liberation of the imagination.   Ray seemed to instinctively realize this abiding contrast 
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with this western art form and provides an analysis of his learning situation: “I think it 

[initial choreography] wasn’t solid.  I wasn’t real solid about the way I created that piece, 

“Frustrations.”  I mean, I knew I needed more experience in choreography.  So I started 

taking advanced choreography.”   (DCM/Ray, May 1998, Tucson AZ  /  March 2001, 

Page AZ)   

Ray attempts to further apply the western dance distinctions by reviewing his 

work through the adjudication qualifications that are applied to contests as in Olympic 

skating or gymnastics where there are required elements of design, execution, style, 

authenticity and bodily-kinesthetic ability.  The adjudication process is presented in the 

third level of choreography classes that “was more in-depth and intense.”  The students 

were placed in the position of judges: “We had to look at style and technique, musicality, 

music quality.  There was the spatial design, staging and performance quality to 

consider.” Two years later, Ray, writes in the commentary: “The American style of 

critiquing.”  Ray notes that this was a pragmatic course that made him aware of specific 

requirements of the art form that would insure a better reading of his choreography by an 

American public.  He is becoming aware of the outer space for the presentation of the 

inner space that from which he is already “intuitively” working.   

 
Knowing that people are going to look at this with a certain kind of criteria and so that wasn’t in 
my mind at the time of creating those other pieces, you know, those were all personal – like 
Stravinsky’s music gave me “Frustrations.”  But, it wasn’t something that I was expecting a hoot 
n’ holler and roses thrown at me.   

 
I had to get to a higher level in that part of dance and choreography.  I always felt that I was 
going to be a performer.  I have to know how to create to take the stage.  I think choreography 
adds that to you and to your imagination.  
 
(DCM/Ray, May 1998, Tucson AZ / Ray, March 2001, Page  AZ) 
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After completing the assignment for the course of creating choreography for 

seven dancers, receiving an adjudication (a critique), he commences on a study for what 

will be a kernel motif for The Reign of Changing Woman.  He has had an experience in 

designing for the western stage that expands his choreographic expressions beyond the 

private and the intuitive.  He is able to combine both abiding contrasts in his senior 

capstone project, The Reign of Changing Woman. 

 

Cultural “Lens Factor” in Spatial Assessment  

 The “intuitive” quality that Ray ascribes to himself is suggested by a landscape 

that has a geographic and cultural locus, the great monoliths of Monument Valley, to 

which he often refers to as a source of inspiration.  It is a heroic landscape that writer, N. 

Scott Momaday, refers to as being “Homeric” in nature.   

Momaday, who spent part of his childhood on the Navajo Reservation, writes of 

Monument Valley:  

     The valley is vast.  When you look out over it, it does not occur to you that 
there is an end to it.  You see the monoliths that stand away in space, and you 
imagine that you have come upon eternity.  They do not appear to exist in time.  
You think: I see that time comes to an end on this side of the rock, and on the 
other side there is nothing forever, I believe that only in dine bizaad, the Navajo 
language, which is endless, can this place be described, or even indicated in its 
true character.  (1976, pp. 68-69) 

 
Ray has participated in ceremonies that have specific movement requirements, 

and even though The Reign of Changing Woman is not a ceremony dance, he considers it 

to be in some ways analogous to ceremony.  This attitude may have constrained him in 
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his spatial thinking required by the conventions of the modern stage.  In order to assess 

Ray’s spatial intelligence capacity, a cultural lens must be applied.  Vera John-Steiner 

(1997), in discussing the first language of thoughts as "the thinking of the body" or, as 

Ray has named it “body stories,” to the “impact of cultural factors” as a primary means of 

reflecting upon life and using energy to express that reflection.   

 John-Steiner further elaborates upon the impact of cultural factors: “It is here that 

the growing bond between external actions and internalized concepts is first forged, and it 

is in the reliance upon movements as thoughts that individuals and societies differ most 

dramatically from each other.  In American Indian communities, as in many other tribal 

and agricultural groups throughout the world, dance is not simply a physical and 

emotional expression of the individual; it is significant in the rituals and the celebrations 

of shared experiences on the part of an entire society.” (1997, p.18)  John-Steiner helps to 

explain the abiding contrast that Ray must work with: “In industrial societies, dancing 

performs a more limited role, most frequently seen as one of entertainment. (1997, p.22) 

John-Steiner does emphasize “Choreographers and dancers, of course, see the 

expressions of the body at the center of their work; they view movements as means by 

which both simple and complex intentions are realized by human beings. But these uses 

of physical expression are seen by others in our society as the restricted domain of these 

specialists.” (Ibid)  This certainly concurs with Ray’s own estimation of his dedication to 

the dance arts in their power to express deep archetypical articulations of the spirit, 

whether of the light or of the “dark side of the moon.”  
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Set Design: Spatial and Cultural Elements 
 
 The theatre space of the modern western era is a remnant of the specific sacred 

space of the ancient ceremonies of Greek and Egyptian worlds.   The theatre space is a 

place of reverence; even contemporary dancers are trained to remove their walking shoes 

in respect for tradition.   Ray approaches the dance space from his cultural experience of 

participating in the sacred space of the Dineh ceremonials and because he has become a 

member by his choice of study of the fellowship of dance artists.   

 The stage space for The Reign of Changing Woman is designed to enhance the 

dance work by developing an aura of time and place, and to elevate the cultural symbols 

embedded in the choreography.  Again, Ray looks to the artistry of Martha Graham for 

inspiration.  Ray will design and construct a stage piece inspired by the stage sculptures 

of Noguchi, Graham’s set designer. The set piece is an approximately eight-foot high tree 

branch fluted at the top with a tracery of bare, delicate branches that depict the stark 

realities of winter.  Four prayer wands that are painted yellow, blue, white and black, 

representing the four colors of the Dineh cosmology, i.e., the “Four Directions,” support 

the limb. The set piece is placed downstage right in a direct diagonal to the initial 

entrance of Changing Woman.  

 A second set piece is two Pendleton blankets, both gifts to Ray from his 

grandmother.  The dancers The Spirit of Father Sky and The Medicine Man enter with the 

blankets after Changing Woman is restored and the dance commences with the music of 

Silverbird.  The blankets are placed upstage center, arranged so that Changing Woman 
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will alight upon them and finish her dance poised with The Medicine Man positioned 

behind her in a gesture of benediction.  

 

Personal and Cultural Significance of the Set Pieces   

 The naked tree is the symbol of Mother Earth in her winter season.  Ray walked 

through washes in the Sonoran Desert to find the appropriate tree branch.  The first was 

replaced because it proved to be too small in proportion to the dancer who was The 

Medicine Man.  The first was not discarded; it was properly returned and placed into the 

wash, respectfully.  The chosen tree branch will also be properly returned to the earth.   

Swartz (1999, p.35) reports that “Navajo people are taught from earliest childhood to 

consider phenomena such as the earth, sky and sun, moon, rain, water, lighting and 

thunder to be living kin.” 

 The blankets were special; Ray explained that they were honorific gifts to him 

from his grandmother.  The blankets had been infused with the life power of his 

grandmother, what anthropologists call synecdoche, an element that connects people 

through a personally crafted article that represents one person to another in a deep, lively 

way.  (Swartz 1999, p. 14) 

An example of the life meaning that these blankets confer is reported by Swartz 

(Ibid): “Ts’aa, ceremonial baskets, should not be hung on the wall as decorations because 

they are persons who share characteristics with all other persons with whom they 

coexist.”  In this case, the other “persons with whom they coexist” were the dancers.  Ray 

carried his culture with respect and specifically his respect for his grandmother.  
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  Ray fashioned the two props in the dance: the Medicine Man’s fan and the 

Blanket of Stars.  The Blanket of Stars is a glittering blanket that The Spirit of Father Sky 

places upon Changing Woman while she “sleeps” on stage.  The kivas of the Southwest 

after the winter solstice ceremonies are left open to “be washed with starlight and there is 

a lunar month of silence in the kiva and in the whole of the Hopi community.” (Emory 

Sekaquatewa, Class Notes, Fall 1996)  The glittering blanket is a symbol for this washing 

with starlight that protects Changing Woman as she gains her strength for her new life.    

 The fan shaped to represent the sun’s rays, elicits the sun’s power and connects 

the Medicine Man to the sky powers.  The handling of the fan is a point of cultural 

dilemma; it is necessary for Ray to devise a movement and manipulations that both 

disguises and reveals ceremonial intention to be expressed in the dance story.  Ray 

worked until he was satisfied that the fan would be so utilized to present an honest 

interpretation, expressing beauty and harmony and yet not trespassing on the sacred 

knowledge he has been entrusted with from his elders and ancestors.  

 

Costume Design: Spatial and Cultural Elements 

 What a dancer wears on stage is significant; the costume enlarges the 

understanding of a dance work.  Often the costume is a metaphor for the dance character.  

In the case of Changing Woman, the costume is indeed a metaphor. Imagining and 

creating the costume was initially a dilemma. Ray was particularly challenged by the 

Changing Woman costume, for he could not find a depiction of Changing Woman that he 

could appropriately use.  He was required to consider the costume in different 
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dimensions: religiously, historically, and culturally, as the costume must answer the 

needs of the dance movement practically, too.  Ray “raids his childhood experience” for 

inspiration; the costume reflected an experience Ray had at age ten: 

DCM: What would catch your eye? 

 

RAY: I used to watch ‘He-Man’ cartoons all the time when I was a kid. I used to 

love the sorceress. Her name was…I think they just called her the ‘Sorceress.’ 

She had the most beautiful costume, I thought. She was a cartoon figure, of 

course, but I used to think of them as people and they were part of something, 

something of the Universe. He-Man, of course, was based on Battle of the 

Universe concept: this battle between good and evil forces and their disciples.  

 

On the good side, they had this queen; they called her the Sorceress. She would 

have this eagle costume on. You know, she would have the head of an eagle 

over her and the beak sticking out with her beautiful face underneath. She would 

have this feathery little outfit, a mini-looking outfit, like a mini-skirt almost but with 

feathers around her. She had these big white boots on. She had wings, they 

came down like this (he demonstrates). I was so fascinated by that. I don't know 

why I was always fascinated with wings or the look of having cloth or something 

flapping down from your arms. And so that kind of look also carried into how I 

designed the costumes for Father Sky with the draping arm-length. 

And so I have always been into that kind of style. I used to imitate the way the 

Sorceress looked and she would change into this eagle, you know. One time I 

took a bunch of plastic bags my dad bought. I tried to create the costume the 

way she looked, I tried to create the wings-thing, and I put a big old note on my 

door. My writing was kind of cryptic but it was alright: “Don't disturb me! I'm 

making something.  I'm making a project.”  

 

(DCM/Ray, June 1998, Tucson AZ) 

 
  This idea of wings was incorporated in both Changing Woman and The Spirit of 

Father Sky costumes.  Changing Woman has a white diaphanous material attached to her 

body stocking at the ankle, and at the waist and wrists on the sides of her body.  Some 

observers likened it to the effect of butterfly wings but Ray imagined them as “clouds” 

and associated them to a particular event in the Changing Woman legend:  the time when  
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the Sun visit his sons but Changing Woman knowing that the babies could not remain 

alive in the Sun’s presence, she hid them from their father by wrapping the sons in clouds 

(the white diaphanous material) and concealing them within the chinks of her “hogan,” a 

traditional Dineh domicile or hut. Eventually, after they had developed into strong young 

men, they met their father and succeeded in the tasks that he demanded of them. 

(Zolbrod, 1984) 

The four sacred colors of the Four Directions are used, repeating a motif in the set 

design. Changing Woman’s leotard is “yellow” for the west and for the sacred corn 

pollen and runs from the ankle to the knee; “turquoise,” the south’s colors rise to the 

waist; “black,” the color of the north encircles the waist; and,  a “white” abalone shell 

color for the east and the rising sun, encloses the arms and bosom.  Feathers indicating 

prayers and wind are braided into the dancer’s shoulder-length hair.  

In addition, Ray researches his costume for The Spirit of Father Sky and finds a 

prototype in the costumes of the Mohawk Indians.  He builds his conception of this 

costume from his childhood experience, research, and overriding concerns for cultural 

symbols.  Ray trims the legs and arms with the four sacred colors of the Dineh: yellow, 

blue, white and black and, thereby, creating rainbows and suggestive a “sky motif” that 

demonstrates how the Dineh travel with the help of Father Sky from rainbow to rainbow.  

He also applies the symbols of the moon and sun to the front of the leotard.  

The Medicine Man wears a red tunic and white pants, a life and death 

combination: red for blood, death and white for rebirth.  Ray, as an eleven-year-old boy, 

wove the belt that secures the tunic around the dancer’s waist.  He remembered that it 
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was worn on sacred occasions; it now carries memories of his childhood to be blessed in 

the dance.  (Ray, Rehearsal Notebook, Spring 1998) 

 

Music, Culture and Musical Intelligence 

 Aaron Copland describes music as “an emotional language.”  Ray searches for 

music that will express the compelling emotion of his story.  In this search, Ray relies on 

his formal study at the university and on his cultural knowledge of music.  The academic 

courses provide a catalyst for a survey of western musical heritage and the understanding 

of music as an art form. This process of organizing knowledge into formal units by which 

one accesses and utilizes them as an instrument for creativity in the exercising of   

abstract thinking is important for individuals in order to create or to perfect higher order 

mental skills. (Vygotsky 1962, Moll 1999).   

Ray again calls upon his “distant mentor” Martha Graham for inspiration and 

guidance.  He reviews how Graham combines music in her dance-making.  He selects a 

section of music originally composed for a Graham ballet by American composer, 

Samuel Barber, in Episode II of The Reign of Changing Woman.  

 

Music and Dineh Culture 

Ray did not have a scholarly introduction to the classical repertoire before he 

matriculated at the university level, however, he is cognizant of music, particularly the 

element of rhythm, as it bears upon the ceremonies of his culture. Leading composers of 

the 20th century, for example, Stravinsky, Barber, and the Composers in Red Sneakers of 
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Boston, with whom I have had an affiliation as a choreographer, feature varied and 

complex rhythmic patterns in their musical scores. Ray is attracted to these composers; he 

uses a composition of Stravinsky’s for his sophomore year work, “Frustrations.”  The 

“beat one” element that is of Dineh musical tradition is presented and discussed in the 

course, “Dance in Culture,” in which Ray was a student.  This “beat one” concept is used 

by Stravinsky in his rhythms.  Ray notes that Stravinsky used “percussive accents in the 

melody. So it was very important that I listened to the music first.” (DCM/Ray, May 

1998, Tucson AZ / March 2001, Page AZ) 

Ray became acquainted with modern classical music through his designated 

research of the choreographies of Martha Graham.  He would identify the composers and 

seek their recordings in the university music library and proceeded to pass hours listening 

to the compositions.  He would search for additional compositions by these composers 

and apply a similar study method. This procedure was applied to other choreographers 

that included the modern ballet Czech choreographer, Jiri Kylian, and George Balanchine 

of the New York City Ballet.  

 Another element of music, “silence,” has specific cultural and personal resonance 

for Ray.  Silence becomes part of the “musical score” that supports the choreography for 

The Reign of Changing Woman.  Ray is aware of the import of silence, culturally, and as 

a feature of his inner life as examined in the previous chapter.   

Ray uses three composers: the American composer, Samuel Barber who was 

introduced to him through Martha Graham’s dance video, “Medea”; the German composer, 

Gustav Holst, presented to him in his music and rhythm class; and, Perry Silverbird, a 
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contemporary Apache flute performer of traditional Athabascan music (the Dineh and 

Apache are Athabascan cousins).    

The juxtaposition of these compositions requires that the emotional intent of the 

musical language and the musical logic must find an agreement on certain levels: sonority, 

such as the transition from the horns of Holst to the strings of Barber; tempo, which is the 

time quality and the time duration allowed for the work to be presented to the audience, for 

example, as in Ray's dance work in order to reveal an evolutionary quality of restoration.   

The manipulation of music to enhance choreographic expressiveness is an important 

element in the art form.  Ray's use of opening silence, shifting to a bird song that surrounds 

the awakened Changing Woman, prepares the audience to hear and feel the drum beat of 

the last selection. The dance concludes with a restoration of harmony and affirmation for 

what the Dineh name Hoozhoni:  the Blessing in Beauty.  

 

Music Quest Sparks Creation 

 Ray relates that the idea for a dance work about Changing Woman was 

synchronistic with his philosophy of living: “I just always had a thing about overcoming 

things.  So, so overcoming a lot forced my attitude during my whole process.”  I followed 

up with this philosophical declaration by asking how it informed his creative process: 

 

Ray:  It just sparked the idea of Changing Woman herself.  When I was sampling various 
music -  I knew about the story of Changing Woman – there were a lot of things going 
through my mind.   

 

Music, at first, to compliment the concept of overcoming obstacles.  I was excited that I had 
that idea. 
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(DCM/Ray,  May 1998, Tucson AZ / March 2001, Page AZ) 

 

Further in the interview, Ray speaks about his process of integrating the music 

into his imagination:  

In the beginning there is a lot of heavy thinking, a lot of thought. 

 

I first sought out the music and then I needed time of thought to create a dance of just 
movement or to create a dance of storytelling.   

 

If I hear the music first, I will usually find my way or my motivation.  The Changing Woman 
dance was quite challenging. 

(DCM/Ray,  May 1998,  Tucson AZ / March 2001,  Page AZ) 

 

When I asked him about the tool of dreaming in the creation process, he negated 

that element, yet referred to it obliquely.  He accented his reliance on music:  

I never had a dream about it [Changing Woman], I just listened to the music.  I would like 
looking at the sunset, and all of a sudden, I just started looking at the color. They would 
sparkle and it would jolt me into thinking about what I might be creating on stage.   

 

Usually, by this time, I would already have a tune of the music going on in my mind and then 
matching the rest of the dance with the music.  

 

(DCM/Ray,  May 1998, Tucson AZ / March 2001, Page AZ) 

  

Ray may not have had a dream specifically about The Reign of Changing Woman 

but he does refer often to his deep, wandering musing that is a “dreamlike” activity.  This 

is accented in the assessment of his interpersonal intelligence. 
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Deep Song:  Intrapersonal Intelligence 
 

“Nature has a place in my creative process.” 

-  Ray 

Ray begins his senior year with many positive experiences in which he has employed the 

tools of a choreographer.  He confidently decides upon the theme and aesthetics of his 

senior capstone project.  Ray’s has confidence in his self-knowledge of how he creates.  

He speaks of the importance of silence in his creative process and the time to relate to his 

thoughts which is expressive of the archetypal energy needed in questing.   He contrasts 

his experience in New York City as a “hazardous place,” where he could not conjure a 

creative thought or find adequate energies to invigorate his imagination.    

Ray thinks deeply about thinking and he comments about his process of creativity:  

Sometimes, it usually is in my mind, it’s a constant thinking,… just 
looking around. Sometimes I will just be eating lunch and just thinking 
about what I’m going to make.  
 

Most of the time, I collect music and sample them.  Usually, I have no concept or 
theme of a dance.  I will just listen for a moment.  I buy some music – artists I saw in a 
book, heard on the radio or heard at a theater and at a movie. I’ll compliment the music as I 
hear it and, if it is stimulating in my emotions or could support a story theme of a dance, I 
will use it.  My creative impulse is on the line of the music.  I listen first to respond.  
 
(DCM/Ray, May 1998, Tucson AZ / March 2001,  Page AZ) 

 

In the first response, Ray seems to have a more spontaneous answer, actually an 

answer that corresponds to what Indigenous educator Greg Cajete (1994) refers to as the 

“distract to attack” mind set for creativity, where the mind after a period of intense 

mental activity, needs to experience a relaxation by focusing on another minor activity.  
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This “distract to attack” devise leaves the mind refreshed and so that appropriate new 

ideas emerge.   The commentary response of three years later and, in the mode of Ray as 

a working choreographer, expresses this thinking phenomena.  In response to a question 

about how he transforms things, Ray responds almost in a reverie and this response is left 

free from additional commentary:  

But something I just see something and think of something – it will click visually here and 
then I would take that moment of instance, you know, of what just inspired me, instinctively 
and just start or maybe I will write it down. What I felt, what I heard from the music.  I create 
what comes from past images, like something I was in my past.  I have a flash back of that 
image that could probably ---- 

 
(DCM/Ray,  May 1998, Tucson AZ) 
 

And then in the interview, he evaluates this mental activity by saying: “ Maybe 

the reason why my mind probably made it a “flashback,” because at that point, maybe I 

needed something to motivate me to get the answer to some part of the creative work that 

I’m creating.”  

In our “give-and-take” style of interview, I tried to summarize this reflection on 

Ray’s creative process:  “So, it’s in this rich moment of creative thinking that you seem 

to have all the windows open in your mind so that if something passes by this window – 

and before I can conclude, Ray finishes the thought with “If the bird flies through, I’ll 

grab it.”   (DCM/Ray, May 1998, Tucson AZ) 

Ray finds that in his identification with the spiritual knowledge of Changing 

Woman and the Dineh cosmology that he has an inner fortitude that reflects Gardner’s 

definition of superior intra-personal intelligence, an intelligence that informs and 

supports action.  This review of Ray’s artwork The Reign of Changing Woman reveals a 
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relationship to aesthetic elements that requires the introspective and reflective energy of 

someone with superior intra-personal intelligence capacities.   

 
 

The Creator and the Field 
 

The fact that The Reign of Changing Woman had won a place on the faculty 

program, a place typically reserved for graduate students in choreography, is a an 

acknowledgement of Ray’s capability and promise. The Dance Division gave to Ray 

tremendous confidence with this honor.   Ray’s mentoring professor, with whom he had 

consistently worked with as a student, performer and scholar, extended to Ray an open 

invitation for any future recommendations that he may need in his career.  Ray is also 

fortunate to develop his art work in a nurturing environment of friends that appreciated 

his cultural difference and supported him in his creativity.   

Ray is conferred the “Gertrude Shurer Dance Award” at the spring Dance 

Concert.  This award is given to the student who displays a high degree of passion and 

knowledge about dance.  It is especially significant to Ray because Gertrude Shurer was a 

member of Martha Graham’s Dance Company.  

Ray is also presented with the Outstanding Senior Award.  This award is a result 

of a consensus vote of the entire faculty.  This award is not only for Ray’s work in his 

academic and creative field but also in outstanding community contributions that were 

performed in his chapter house on the Navajo Reservation.  At his graduation exercises, I 

wondered why Ray was not sitting with his classmates but had taken a place on the 

podium.  He had known for a month that he was to receive this award but told no one.  It 
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is reflective of a cultural expectation of proper behavior; the award was not for him alone 

but for all those who had contributed to him throughout his career, his ancestors and all 

his relations.   

 

Portrait of a Creator and a Creation:  A Summary 
 

 This explorative investigation into the creating of a “breakthrough” art work as 

expressed in The Reign of Changing Woman has revealed “intelligence capacities” that 

provide a rich portrait of the creating artist, Ray, the subject of this case study.  We see 

Ray as a deeply reflective thinker that defines superior intra-personal intelligence.  We 

observe that he progresses from a beginner in modern dance and ballet dance technique 

and, in four short years, he becomes the performer selected for a most difficult role that 

indicates a superior capacity in bodily-kinesthetic intelligence.   

This investigation provides a limited review of musical intelligence: there is a 

progression in Ray’s acquisition of western music knowledge as he matches music to his 

choreographic needs.  In The Reign of Changing Woman he is able to coherently weave 

together classical western music, naturalistic silence, bird song and Athabascan 

traditional music.  This ability to evaluate music for emotional, psychological and 

rhythmical content and manipulate it to support his dance work is considered by Gardner 

(1993) as an aspect of musical intelligence; and, this analysis is limited to that aspect.  

Additional support, however, for Ray’s superior capacity in intra-personal intelligence 

through the examination of the musical element of “silence” in his choreography is an 

unexpected outcome of this exploration.  
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In general, spatial intelligence is considered to be a crucial component to 

choreographers, although Gardner does not ascribe this intelligence superiority to Martha 

Graham in his study. From my own professional choreographic experience, I find that 

this estimation of Graham by Gardner is in need of review.  Spatial intelligence as 

expressed in the art of choreography may be dependent upon cultural aspects indicating 

abiding contrasts.  A proper assessment of Ray’s spatial intelligence might, indeed, 

require  “cultural considerations” in accurately assessing this intelligence capacity.   

The fact that The Reign of Changing Woman had won a place on the faculty 

program, provides confidence to assert that a superior spatial capacity expressed in the art 

of choreography did exist for the judges in the field, i.e., the concert committee.  It can be 

inferred that Ray’s spatial intelligence capabilities have emerged though this 

investigation.    

  Ray’s spiritual life prior to the university as well as during his matriculation is an 

important element in his creative process that also supports the deep song of his intra-

personal intelligence.  In 1996, I had an unexpected encounter with Ray in which he 

impresses on me his devotion to his Dineh ideals.  That year, there was a total eclipse of 

the sun and I went out to a desert wilderness to witness it.  A few days afterwards, I met 

Ray on campus and asked him if he had seen the eclipse.  There was a long pause and he 

said:  “Dorothy, I could not look at my father die, my grandfather die.  So I went to my 

room.  I closed all the blinds and I went into mourning."   This remark gave me pause, 

and a new perspective on the deep connections that he and other Indigenous people hold 

important to their life and well-being.  
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His alignment of this spiritual life to aesthetics, that which makes something 

beautiful, is the seminal factor in his pursuit and acquisition of Martha Graham’s modern 

dance technique.  This aesthetic framework was first introduced to him by his mentoring 

professor, his “self-designated role model for art and scholarship in dance” (Ray,  

Rehearsal Notebook, May 1998)  While his mentoring professor is his present guide (the 

person Ray requests to critique his choreography),  Martha Graham serves as his “distant 

mentor” and a bridge for Ray from his culture to the world of modern dance.  It is 

Graham’s personal sojourn in Ray’s ancestral country that sharpens and defines her dance 

technique and aesthetics; it is as if they were reciprocal bridges for each other.  In his 

growing awareness of this relationship, a confidence seemed to develop in Ray.  His 

culture was understood by a great American creative artist that he emulates.   

Also, Ray discovers in the offerings of the larger university, a course in “Navajo 

Culture and Language” which extends an “official” approval of his culture and provides 

him with further confidence and confirms the value of his native identity.    

 An emerging theme from this explorative case study is the possibility of 

discovering domains of superior intelligence activity while investigating another 

intelligence domain.  (Rogers, 1997) The investigation into Linguistic intelligence came 

as a result of analyzing Spatial intelligence.  The dance work in homage to Father Sky 

and, with its poetry text written by Ray, revealed a linguistic potential of superior 

expression.   

Throughout Ray’s sojourn in the Dance Division, there is a vigorous effort toward 

autodidactic education and it is pursued with great concentration.  Ray’s persistent 
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exploration of Martha Graham as a person, as a choreographer, dancer, and philosopher is 

extraordinary.  He fashions his music investigations by researching the composers that 

collaborated with her; studies Noguchi’s stage designs for Graham; and, even attends a 

Graham workshop class in New York City.  Ray has the passion of creative investigation 

for imaginative ends.  He has self- discipline and knowledge, concentration, a sense of 

play, the “silence” of renewal, respect for ancestral knowledge, and knowledge of the 

academy.  
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CHAPTER 6 

 

FRUITFUL ASYNCHRONICITY AND INDIGENOUS 
PERSPECTIVES  

Behold, a sacred voice is calling you; all over the sky, a sacred voice is calling.” 

-  Black Elk  
 
 

There exists a traditional expectation among many Indigenous peoples that a 

young adult should quest for a vision that will guide their life.  Obtaining a vision begins 

a life commitment; it is a sacred effort required by Indigenous cultures and characterized 

by austere prescriptions.  Upon receiving the vision, it is generally told to important 

people of the community who can assist in its interpretation and development. The story 

of the vision is “not to be discovered at once; the quest extends not only to the vision but 

beyond it to meaning.”  This is how N. Scott Momaday describes the vision dreams of 

Black Elk, the Lakota Sioux Holy Man.  In the process of the questing and dreaming, 

there exists the element of fear: “The detail of being afraid underscores the supernatural 

center of the vision and of its relation in language as well. The vision and the story in  

which it is conveyed are intrinsically powerful.”  (1997, p. 25) 

The vision quest and the dream have a “supernatural center” that demands awe.  

This center describes the fundamental orientation of an Indigenous person to the concept 

of creativity or creative intelligence; creativity is a presumed birthright that is illuminated 

in the crucible of the vision quest or dream.  Creativity is the unfolding expression of 

individuality.  The revelations provide a unique destiny; there will be no judgment but 
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patient acceptance and the assurance that in time, the particulars and the trajectory of the 

vision will be understood, because the vision cannot “be discovered at once.”   

In contemporary times, many Indigenous young adults find that the locus for 

questing for a vision is in the unfamiliar territory of western education institutions, and 

that they may need to include in the circle of “Elders” to assist in the interpretations of 

their quests, persons outside their cultural parameters. Ray finds a community of working 

individuals within his circle of interest, the assistance of a mentor and a “distant mentor” 

the modern dance pioneer, Martha Graham.  

Coincidently, Gardner examines the process and product of American dancer and 

choreographer, Martha Graham, designated like Ray with bodily-kinesthetic and intra-

personal intelligence.  At the time of my research, Ray most identifies with the work of 

Martha Graham.  This coincidence of Martha Graham having been chosen by Gardner, 

and Ray’s affinity for Graham’s aesthetics, is both portentous and propitious for this 

investigation.  An important element of creative thinking to Indigenous people is the 

occurrence of positive coincidence;  it is one of the reasons why Ray agreed to participate 

in this study. 

This case study explores the Indigenous orientation to Gardner’s fourth element 

Fruitful Asynchonicity  in  his template for analyzing creativity that counters and supports 

his premises.  I present the significant themes and follow it with a discussion concerning 

the Indigenous perspective supported by Ray’s particular creativity experience.  

Interaction with the Triangle of Creativity is followed by The Faustian Bargain/A 

Cultural Difference, The Center Holds:  An Indigenous Orientation, Hoshonii 
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Personhood Ideals, Gestation Period for Creation, and Communitas: The Company of 

Collaborative Creativity.  I begin with a discussion of Gardner’s key elements that 

creative people like Ray encounter on their road to expressing and defending their 

creations and their process of creativity.  I give examples of Ray’s responses to these 

challenges that exhibit his processes of cognition and creativity.    

 

Interaction with the Triangle of Creativity 

 
Gardner (1993) observed that “fruitful asynchronicity” develops as a consequence 

from the dynamic tension that a person incites when they interact with the other two 

elements of the “triangle of creativity”:  that domain in which the individual is working 

and the field of experts who evaluate works in the domain.  During this tense period of 

interaction within the “triangle of creativity” there is a continuing dialectic, a 

conversation concerning the direction that the field adopts and the vision that the creative 

person possesses.   

The creative person has through active participation observed and evaluated the 

domain and begins to imagine different directions, expressions, and techniques that are 

not synchronistic with the expectation of other members in the field, i.e., “the gate 

keepers” for conservation and innovation.  The new invention or technique Gardner 

cautions, however, must not be bizarre but rather original and productive to the field; 

consequently, the asynchronicity is judged fruitful. Gardner asserts that creative persons 
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must at some point “connect with a domain and produce works that are valued by the 

relevant field.”  (1993, p. 380) 

 

Making Asynchronicity Fruitful 

 How often a person holds an asynchronistic position and is able to be fruitful in 

this endeavor is an indication of a person’s creative value to the field.  Gardner 

hypothesized that “an individual will be judged creative to the extent that he or she 

exhibits several asynchronicities and yet can withstand the concomitant strain.”  

(1993, p. 382)  The creative person will endure strain with members of the field who 

judge their efforts and keep them within the margins for the sake of their “unique 

knowledgeable visions.”   

Two examples Gardner provides of this strain on “knowledgeable visions” 

illustrate Einstein’s and Graham’s challenges in creating new fields: “Within the domain 

of physics, the strains at work in the years before Einstein’s cutting of the Gordian knot 

were apparent. Graham’s early dances were remote from the tastes of regular 

concertgoers, but they excited pivotal newspaper reviewers, who helped create a new 

field for modern dance. (Ibid)  

Ecstasy and the Feeling of Flow 

 Creative people will endure the strains of creativity not only because they are 

defending “their knowledgeable vision” but also because of an ecstasy and the feeling of 

flow involved in the creative process: “But it seems equally true that creative individuals, 
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once they have felt the pain and pleasure of asynchrony, often continue to seek 

asynchrony, even as many other individuals ‘escape from freedom,’ and rush to the 

“comfort of majority status.”  (Gardner 1993, p. 384)  Eventually asynchronisity is 

actively sought for it positions a person “at the edge” where there is an excited feeling of 

liveliness.   

Creativity researcher, Czitsentsmihalyi, asserts in his investigation of creative 

people, that they “experienced even the most focused immersion in extremely difficult 

tasks as a lark, an exhilarating and playful adventure.”  (1997, p. 123)  He confirms 

Gardner’s summary that declared that his case study subjects sought asynchronicity, and 

after enduring the initial strains, repeated the conditions and received a “kind of thrill.”  

The repeated experiences gave them a perspective in which they found it “difficult to 

understand why anyone would not wish to experience the fruits of asynchrony.”  Their 

initial struggles evolved into a style of working because the results of their 

“knowledgeable visions” were fruitful and they provided their domains with important 

revolutionary discoveries.   

 When the relationship of the creative person and the domain and field is too 

severely strained, the asynchronicity does not prove “fruitful” and becomes negative.  In 

these cases, the activity that appears to be creativity is bizarre, self-absorbed and leads to 

an imbalance in creative thinking and expression.  This circumstance is often one of the 

reasons creativity in western psychology has been described as a regressive trait and has 

engendered a fear of the creative person and of the process of creativity. This is most 

notably observed in the arts where the expression is most extroverted.  This imbalance 
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has the effect of disassociating a person from their society as well as the realm of 

creativity because the conditions of creativity require that the asynchronicity must be 

fruitful.  Eventually, historians within the field determine whether the individual 

expresses creativity that impacts the field and by what degree and type: more or less 

evolutionary or revolutionary.  This is the general trajectory that creativity takes in 

Gardner’s creativity study.  

The balance between the bizarre and fruitful is also a matter of orientation to the 

questing for knowledge and the responsibility that a creative Indigenous person shares 

with their community. Indigenous Orientations and Pursuit of Balance are presented in 

the next two sections.   

 

The Faustian Bargain: A Cultural Difference 

Faust is a mythic man of science and a magician who argues with  

Mephistopheles (the Devil) and bargains with him for freedom and knowledge.   The 

Devil will allow Faust a freedom to pursue his predominately scientific passions with 

enlarged mental capabilities but it shall be with a price. Gardner (1993) uses the Faust 

legend to describe the peculiar bargains his creative case study subjects strike in defense 

of their creative pursuits; for example, Martha Graham in dance, T.S. Eliot in literature, 

and Stravinsky in music.   

The traditional American Indian artist would reject Gardner’s emerging theme, 

“The Faustian Bargain,” because the creative person in Indigenous society is developing 

on a normative pathway beginning with a birthright for creativity and proceeding on a 
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vision quest.  This is an oppositional stance to contemporary mainstream gifted education 

position,  a position on creativity that provoked E. Paul Torrance, father of American 

Creativity Education, to comment upon the attitude of resentment toward creativity not as 

a normal pathway but as an elitist notion: “It is easy to resent this attitude and see the 

inner freedom of the creative person as an elite privilege. It takes courage to think 

differently – for as soon as we do, we’re in a minority of one.” (2002, p.7)  The 

Indigenous creative person walks in a normal pathway and, therefore, is not elitist and 

suffers not from resentment nor stands apart in “a minority of one.” 

 
Sanctity of the Vision Quest 
 

Ray views Gardner’s emerging theme, the Faustian bargain, to be tied to the 

western culture of a specific socio-historical period that cannot bear upon his Indigenous 

reality.  A reference to a Pawnee warrior song provides a perspective that illuminates this 

cultural difference.  The song, as explained by N. Scott Momaday, indicates that  “The 

singer means to place even his life on the line; if the life he lives is not perfectly real, so 

seems the consequent meaning, then he had better know it, that he might make a right 

resolution. That is a moral necessity that he put the matter to the test.” (1997, p.19) 

Let us see, is this real, 
Let us see, is this real, 
Let us see, is this real, 
This life I am living? 

Ye gods, who dwell everywhere, 
Let us see, is this real, 
This life I am living. 
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In this Pawnee warrior song, it is Life that is addressed, examined and evaluated; 

it must be original and authentic, have feeling and expressiveness, and be creative.  There 

is no bargaining, there is only what is authentic: the Quest.  

Lakota Sioux dance performance artist, Kevin Locke (2005), relates that in the 

process of his questing, his visions were not exactly clear, but that the elders had a patient 

respect for his vision and made no judgments about them and his subsequent creative 

path.  Ray also speaks about how no judgment would be passed on his decision to change 

from engineering studies like his father to theatre arts, because it was a decision that 

expressed his unique vision: “What could my father say?  This was for me to do.” 

(DCM/Ray, May 1998, Tucson AZ) 

 

The Quest: The Center Holds 

The predatory bird circles wider and wider away from his owner's control at the 

beginning of the poem, “The Second Coming,” by  William Butler Yeats and this action 

causes Indigenous poet, N. Scott Momaday, to offer contradictory comments that place 

him and Indigenous peoples in a direct cultural conflict. 

Turning and turning in the widening gyre 
The falcon cannot hear the falconer; 

Things fall apart, the center cannot hold; 
 

Cause and effect, Yeats seems to be implying; loss of control of the world 
will be followed by chaos.  But the traditional first American would view that 
beginning scene quite differently than did the Irish poet.  First, the traditional 
would view the original ‘control’ of bird by man as perversion of natural 
relationships. He would say that it is inappropriate to gain such control ‘over’ 
things.  We would say that control begins and ends with self.  (Momaday 1989) 
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Gardner concedes that an individual like Ray, creating in a field so different from 

his cultural heritage, may pre-position him in an asynchronistic situation. (1993, p. 381)  

Momaday’s critique concerning the fundamental premise in Yeats’ classic poem is an 

illustration of this cultural asynchronistic position.  Momaday can not agree with the 

pessimistic expectations of Yeats because the basic fundamentals of his philosophy 

affirms a different orientation to the natural world. Further, Momaday explains that “the 

traditional first American would not understand the anxiety about the perversion of 

systems reflected in the rest of the poem. He would identify those artificial constructs, 

those man-made control systems “as the problem.”  In this analysis of a collision of 

cultural orientations, Momaday reveals aspects of Indigenous philosophies that have 

assisted Indigenous peoples in the defining of themselves and have provided a resiliency, 

even if placed in “an asynchronistic situation for success” as Gardner concedes. 

 

Peoplehood Matrix:  Indigenous Foundation for Resiliency   

Cherokee/Creek historian and philosopher, Tom Holm (2003), proposes a 

“Peoplehood Matrix” as the orientation by which an Indigenous person’s activity can be 

best examined within a cultural historical reality: “The Peoplehood Matrix is a complex, 

organic, and integrated system of knowledge, symbols, relationships, and behaviors. 

Moreover, it is based on information generated within American Indian studies.” This 

matrix was developed by Bob K. Thomas (Cherokee) and Vine Deloria, Jr. (Sioux) and 

refined by their colleague Tom Holm to explain the demise of the vanishing American 

Indian notion of the 19th century and the inspiring resiliency of the American Indigenous 
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population.  The four primary elements of the matrix correspond to the emerging themes 

of this research in cognition and creativity that “pre-position” Ray to an asynchronistic 

relationship to the Euro-American cultural perspectives. The four elements of the 

Peoplehood Model that of Ceremony, Sacred History, Sacred Place, and Language 

interplay with each other for cohesion and balance.   

Holm explains this integration as regards to ceremony: “Ceremonies are always 

linked to the flora, fauna, seasons, and cosmos in or from the perspective of a particular 

environment.” (2003, p. 8)  For Ray, his quest for self-expression and creativity 

synchronizes with a classic technique of Martha Graham that was created in part through 

her personal explorations of Ray’s own culture and sacred land. This is in important 

consideration for Ray because for him creativity requires a place.  When experiencing 

New York City during the time of his study at the Graham studio, he will return to the 

Southwest and declare that New York is a “hazardous place” and that he could never 

create there.  He understood why Graham needed to be refreshed with his homeland to 

continue to stay alive with her creativity.  

 

Hozhonii Personhood Ideals 
 
 The Dineh culture has specific references to the idea of personhood in harmony 

with the given word hozhoni.   One strives to maintain this balance in personhood by the 

correct and appropriate balance of male and female qualities.  All persons integrate male 

and female qualities or characteristics in the Dineh culture and are expected to express 
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the definitive qualities of their culture at appropriate times and occasions in their lives. 

(Schwartz 1999) 

 Western creative people who participated in Czitsentmihalyi’s (2002) 

extensive interviews provided him with enough evidence of male and female dualities 

expressed within their personalities that he features this duality as the “seventh point” in 

his description of a complex creative person.  His statement about this duality in 

personhood is presented in western cultural terms, very different from personhood:  “In 

all cultures, men are brought up to be ‘masculine’ and to disregard and repress those 

aspects of their temperament that the culture regards as ‘feminine,’ whereas women are 

expected to do the opposite.” (2002, p.70)  The dilemma for western society is that this 

duality that Cziksentmihalyi calls “psychological androgyny” is “sometimes understood 

in purely sexual terms, and therefore is gets confused with homosexuality.” (Ibid)  But 

the creative person having a complex personality will exhibit the strengths of their gender 

and the opposite, also.  This is similar to Dineh ideal of personhood.   

The Dineh would reject “psychological androgyny” and its confusion with 

homosexuality because it does not correspond to their hozhonii  ideal of male/female 

personhood that is appropriate, expressive, and dynamically balanced in a life’s 

engagement of creativity that is everyone’s birthright.  The challenge for the Dineh is that 

their ideals of personhood might be misunderstood by educators and gatekeepers outside 

this society. (Schwartz 1997, Brown 1997) 
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Complex Personality of a Creative Person   

 “Having a complex personality,” as defined by Cziksentmihalyi, “means being 

able to express the full range of traits that are potentially present in the human repertoire 

but usually atrophy because we think that one or the other pole is ‘good,’ whereas the 

other extreme is ‘bad.’” (1997, p. 71). The Dineh would not necessarily understand these 

cultural parameters and they would need to make great efforts to find the balance 

between the parameters of behavior of their culture and the correct balance with their 

identity, and the expectations of behavior by the dominant culture in which they are 

engaging.   

 Ray’s first work in his formal studies in choreography during his sophomore 

year is set to a difficult  musical score by Igor Stravinsky, rich with dissonance and 

irregular rhythms, which he entitled “Frustrations.”   This work is in response to a 

personal identity crisis that I explored in Chapter 5, yet it has bearing in this discussion 

because Ray’s gender affiliation places him in a probable asynchronistic situation from 

which he emerges healthy and in hozhoni.   

 Ray remarks in his notebook for “Frustrations” comments by his  peers that 

report that in his exploration of the social scene that he often acts too much – he can be 

“too silly.”  (Ray rehearsal notebook, 1997)  As Essie Horne, a Wahpeton Sioux 

educator, explains in her biographical collaboration with ethnographer, McBeth, 

students from the reservations were “trying on life” to help understand the “off-Rez” 

world and, on occasion, had extreme reactions to new social phenomena that they were 
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“trying on.” (1998, p. 41)  Ray comes from a relatively isolated community and “trying 

on life” is a normal act of a 19- or 20-year old person from any culture.  

 Ray preservers in his dance art and academic studies and achieves hozhonii 

which frees him to embark upon his breakthrough creative work The Reign of Changing 

Woman based on a primary Dineh deity to whom he acknowledges intimate 

identification.  Ray is able to express this complete balance of Dineh personhood in an 

adopted cultural symbol system, the Graham dance technique.  

The Dineh person who expresses the duality of personhood may be caught in a 

cultural prejudice that may give them a disadvantage within his field of expression and 

endeavor. It is a credit to his Dance Division faculty, who are alert to expressions of 

psychological androgyny, that they provided the atmosphere and encouragement that 

enable Ray to create, develop, and fulfill hozhonii as well as his senior capstone project. 

 

Gestation Period for Creation: The Mysterious Time 

 There is a wonderful Icelandic term: ‘doom eager.’ You are doom eager for 
destiny no matter what it costs you. The ordeal of isolation, the ordeal of loneliness, the 
ordeal of doubt, the ordeal of vulnerability which it takes to compose in any medium, is 
hard to face. You know when this thing is coming on you.  You know when you walk 
the streets by the hour. When the restlessness comes, when you are sick with an idea, 
with something that will not come out. 
 

-  Martha Graham, Blood Memory, p. 122)   
 
Ray provided this quote from his reading of Graham’s biography to explain his 

“restlessness” in his search for ideas in his creativity.  Cziksentmihalyi (1997) in his 

study of creative people, reports that “all of his respondents unanimously agree” that the 

mysterious quality of the gestation period when ideas are incubating, what Graham 
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describes as the circumstance of  profound “doom eager,” that this period is considered 

the most important and mysterious time of the entire creative process.  The “Mysterious 

Time” is “the empty space in between sensing a problem and intuiting its solution,” 

Cziksentmihalyi notes and that this “indispensable stage” will take place during the time 

when the creative person is consciously working on an idea, often a very vague idea, a 

hunch, a dream, or a feeling. (1997, p. 98)   

Martha Graham  is “sick with an idea” thereby suggesting that she is conscious of 

something she wishes to express in her art, but is bound in this incubation period of the 

“mysterious time” where rational thought is suspended.  A certain freedom of thought 

ensues where “original connections that would be at first rejected by the rational mind 

have a chance to become established.” (Ibid)  

Although Cziksentmihalyi writes that this “mysterious time” is similar to 

invoking the “voice of the Muse,” he seems to apologize for this conclusion: “…one feels 

almost the need to turn to mysticism, to invoke the voice of the Muse as an explanation.” 

(Ibid)  There is no need for apology here for the Indigenous person because the “voice of 

the Muse” is similar to the interplay of Ceremony and Sacred History within the 

Indigenous Peoplehood matrix.   

Both Ray and Martha Graham, his distant mentor, do not apologize for the 

mysterious.  They embrace it and expect to endure and receive a harvest from this 

“mysterious time.”  This is a difficult concept for western science coming from the 

Enlightenment period of rational thought that campaigned against mysteries and expects 

a reason for the explanation of phenomenon. (DeLoria, 1999)  
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Gardner illuminates an event in Graham’s creativity trajectory that Ray 

highlighted that of her association with the land of his ancestors when she was in a 

creative gestation period.  In 1930, prior to the choreographing of what will be considered 

one of the finest dance compositions in the American portfolio, “Primitive Mysteries,” 

Graham sojourns in the Southwest.  Gardner writes of this sojourn and its impact, 

revealing the importance of the gestation period necessary for creative output and of the 

environment to her:  

 Graham was deeply affected by her time in this area. She 
was impressed by the closeness of the Indians to the soil, the 
importance accorded to spiritual life, and the ways in which the 
traditional Indian views meshed with Spanish and Christian 
cultures.  On a more sensual level, she loved the vast sagebrush 
deserts, the wide spaces and open lights, and the dark skin of the 
people.  The expanse seemed to evoke aspects of her California 
adolescence that had perhaps been suppressed by the hectic pace of 
New York urban life.  

Graham's sojourn in the Southwest influenced her dances in 
the early 1930's, especially ‘Primitive Mysteries’ (1931), 
‘Bacchanal’ (1931), and ‘Primitive Canticles’ (1931). ‘Primitive 
Mysteries’ recreated an annual Indian-Hispanic ceremony in honor 
of the Virgin Mary.  The movement of the dance itself was stark, 
simple, concentrated, and unadorned.  Rather than seeking to re-
create the ceremonial expression directly, however, Graham sought 
to capture and distill the force and power of the primitive life. She 
used rough textures and broken rhythms to convey the vitality of 
feelings, the repetition evinced unconsciously by the Native 
Americans became a conscious tool of the modern dancers. (1993, 
p. 283)                                                          

 

It is Ray’s opinion, after his rather extensive investigation into the work of Martha 

Graham, that his native Southwest supported the creative energies of Graham.  He argues 

that it is most significant that Martha's last creative work at the venerable age of 90-years 
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was “Night Chant” (the English translation of the Dineh healing ceremony). (DCM/Ray,  

June 1998, Tucson AZ)   A section of this nine day healing ceremony is open by public 

invitation to observe the healing activities of the visiting “Yei Bei Chei,” the holy people 

of the Dineh.  Martha Graham had experienced this ceremony (I, too, experienced this 

event in October, 1998).   

Gardner writes of Graham’s translation of ceremonies guided by her bodily-

kinesthetic intelligence.  She distilled her experience into the essence of her movement 

vocabulary that emphasizes, “short, precise repetitive movements and not the literal 

reinterpretation of the ceremony.” (1993, p. 283)  Ray speaks about how one has to be 

engaged when attending a ceremony.  The audience is a participant and is expected to be 

alert to the prayers of the celebrants:  

RAY: Yeah, like I said, it’s like always getting yourself involved with that situation 
and just you being… you being there as I was told in the Peyote ceremony, the 
Blessing Way ceremony or any of those Yei Bei Chei ceremonies or Squaw 
dances. When you are there, it counts.  But it is not the same idea…vote versus 
the reality. My vote counts when I 'm there. And, it’s intense.  
 
You know when you witness your grandmother and when you see healers trying 
to do their work and those trying to be healed and you want to be because that's 
the good way and that’s the only way. You have to get yourself involved. That's 
what I was told by my elders.    

 
It is all about awakening and recognizing one's imagination.  To imagine 

to be healed, to consume the herbal medicines given, to ingest and digest what 
is natural, to change whatever needs changing in one's life.  To be healed at that 
moment of ceremony.  To become responsible and to walk in beauty again.  
Basically to exercise your body so you don't end up back in the hogan again to 
face the healers or in the doctor's office. It is the act of theatre; theatre is 
therapeutic! 

 
(DCM/Ray, June 1998, Tucson AZ / January 2001, Page AZ)  
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Ray notes that he is extremely curious about Martha’s last dance work, “Night 

Chant.” He thinks it significant that her first important work had its gestation in the 

southwest as well as her last. There is a circular, spiraling energy in this sojourn intrinsic 

to the Dineh philosophy as noted by Graham in her autobiography, Blood Memory, 

(1990) written shortly before choreographing “Night Chant.”  Ray speculates that Martha 

may have been anticipating creating this final work as she was weaving parts of her life 

together in the activity of retrospection:  the writing of her memoir.  

  

The Matrix of Support 

Discovering a “distant mentor” and receiving the support of friends and faculty 

during a time of personal crisis corresponds to Gardner’s emerging theme concerning the 

“matrix of support at the time of a breakthrough” that was critical to the progress of the 

creative endeavor.   

There is more to be said about this confidant relationship.  First, under 
ideal circumstances, it ought to have two dimensions: an affective dimension, 
in which the creator is buoyed with unconditional support; and a cognitive 
dimension, where the supporter seeks to understand, and to provide useful 
feedback on, the nature of the breakthrough.  (1993, p. 385) 

 

The matrix of support is two fold: affective and cognitive.  An example of such a 

matrix of support is Graham and her relationship with Louis Horst, her mentor and 

composer.  For Ray, it is the social environment of the dance department and in the 

cognitive realm, his “distant mentor” Martha Graham, his “Navajo Language and 

Culture” class and his mentor. 
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Creativity Locus:  Early Childhood  First Expressions 

Gardner relates the “matrix of support” concept to the early childhood phase of 

the creative person where the creative person experienced intimate dialogues either 

between a parent or caregiver as with Martha Graham and her nanny, or with intimate 

friends or family relatives as with Ray in his play episodes at his grandparent’s summer 

ranch.  This is the early effective communication process that provides the foundation for 

sophisticated communication of a specific symbol system like dance, music, or 

mathematics for a more universal audience: 

Support is needed at this time more so than at any other time in life 
since early infancy.  The kind of communication that takes place is unique 
and uniquely important, bearing closer resemblance to the introduction of a 
new language early in life, than to the routine kinds of conversations between 
individual who already share the same language. The often inarticulate and 
still struggling conversation also represents a way for the creator to test that 
he or she is still sane, still understandable by a sympathetic member of the 
species.  (1993, p. 386) 

 

Gardner’s study of creative individuals reflects upon elements of childhood 

creative experiences including dreams, daydreams and private worlds.  The dance work, 

“Frustrations,” by Ray is an example of the testing of emotions to evaluate sanity.  This 

test developed within a scaffold of support for Ray’s emotional and intellectual life.  He 

had acquired a new language of dance and, like an infant or young child, needed to 

employ this language to articulate his newly found emotions and knowledge.   This 

occurred within a community setting of peers and elders, instructors in the art form and 

with the sanction of an institution and the intellectual offerings of the American Indian 

Studies department in which Ray participated. His initial ideas for his senior capstone 
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dance work are formulated in an experimental dance work; he then entered that creative 

“mysterious time.”    

The Dance Division provides young choreographers with an experimental 

inexpensive budget showcase Last Chance to Dance where Ray and other students may 

see their “ideas” take shape. This showcase allowed Ray an opportunity through a public 

forum to enlarge a kernel of an idea by utilizing sophisticated classical music and dance 

choreography.  In this way Ray, applies his interior thoughts and emotional feelings to 

images and movements.  Ray reported that after a familial aunt viewed the experimental 

dance on the videotape that he posted to his relatives, that she recognized her own 

“frustrations” through the dance work.  (DCM/Ray, June 1998, Tucson, AZ)  

This emotional and cognitive scaffolding by the community takes several forms.  

Vera John-Steiner (1990) lists: “impact of encounters with older creative people models 

within your art form, and the re-examination of personal creative potential which may be 

to discard the contradictory processes of schooling.” (1997, p. 135)  Also, John-Steiner 

refers to the importance of “distant teachers” similar to the influence of Martha Graham 

to Ray. 

Communitas:  The Company of Collaborative Creativity 

Vera John-Steiner explains that the salient and sublime point of creativity and 

success in a domain often is communicated through “communitas” for creative people: 

“…the lessons acquired in these settings go beyond those of craft or subject matter. When 

creative young people form a community, however temporary it may be, they become 
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more aware of themselves, they profit from the criticism of their peers, and they learn 

new ways to claim their experience.”  (1997, p.137)  Through these exercises of 

community exchange, the creative person evaluates their stock of “raw materials” and 

“they start the exercise of sustained effort that distinguishes the young man and woman 

of serious purpose from the dilettante.” (Ibid)   We see that there is a combination of 

solitary work that is joined with other participants either in the same field or in 

collaborative fields as when Martha Graham works with Noguchi in theatre and costume 

design or with Aaron Copland in music creating the master work, “Appalachian Spring.”  

Ray will emulate this collaborative formula of “communitas” in his “breakthrough” 

choreography for his senior capstone project, “The Reign of Changing Woman.”  

 
 

A Rainbow at Night 
 

A ten year old Dineh art student asks her art teacher if ever he has seen a rainbow 

at night (Hucho, 1996).  She had and it possessed all the colors of the rainbow.  Her 

teacher, who is not Dineh, is surprised at her assertion but he also knows of the 

importance of the rainbow to the Dineh: the rainbow is a blessing from the spirits because 

water in the desert means life and the rainbow acts as a guardian to protect the Dineh.  

The Dineh walk upon rainbows; also, they are transported by rainbows. The art teacher 

tells us that “To see a rainbow at night you must also understand where the Navajo come 

from, how they live, and what they think.” (1996, p. 6)   

When visiting and gazing into the Grand Canyon at “Moran’s Point” once, I saw a 

complete 360 degree rainbow off the edge of that point atop a canyon cloud formation.  I 
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did not regard the rainbow as a blessing, guardian, nor mode of transportation.  I was 

awed by what I observed but my experience did not associate me with a cosmology that 

linked me from the Earth directly to the realm of a holy Spirit.   

Because an indigenous person so directly identifies to the geography of his home, 

they stand in an asynchronistic relationship to western society that does not regard 

geography as spiritual or sacred. Generally, western society sees geography as utilitarian 

or as a beautiful “backdrop” for human activity.  Their orientation is not in consort with 

an Indigenous world view. Tom Holm notes that European colonists were “mere 

fragments of peoples who came with their languages, religions, and sacred histories but 

who did not have a particular intimacy with the territory they sought to claim for 

themselves.  Their esteem for the land rested more on a mechanical ‘cash exchange’ 

basis; the land was worth exactly what it could produce, or what could be extracted from 

it, or what it could be bartered for.  The European sacred lands were still across the seas.” 

(2003, p. 9)    

 Another aspect of Dineh culture that is at variance with contemporary modern 

culture is Oral tradition, which is part of the Sacred History sections of the Peoplehood 

matrix.  Oral-centric societies have very different communication vectors than those of 

scripto-centric vectors that formulate the rules by which the society interacts. 

(Dissenyake, 1997)  Modern societies are scripto-centric and rely on what is written, a 

document than can be discussed, analyzed, and argued without human interaction.  In an 

oral-centric society you must keen your ear, remember, repeat and converse in a humane 
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transaction of traded information.  Such activity relies on courtesies of interaction, the 

reading of the human context and the nuances of delivery.  

It may not be possible to “see a rainbow at night” if you are not of the Dineh, 

however, it is possible for a Dineh to communicate this idea to people of other societies 

through their creative activities.  They can take their “asynchronistic” situation as 

suggested by Gardner in his estimation of tangent cultures and actualize “fruitful 

asynchronicity” in their lives. The journey may not be easy because this “asynchronistic” 

stance requires crossing many bridges and rainbows toward success. Gardner observes 

that there is a “dual assignment” (which is a form of asynchronicity) and requires “the 

creator to retain one foot in the camp of the ordinary rather than to be completely 

dissociated from one’s society.” (1993, p. 382)  Keeping a bridge open to operate 

successfully on both sides is made more complicated if creativity is the activity of 

persons on the margins of the dominant society.  

 

Holy Dread 

“I want to know the mind of God.”- Albert Einstein 
 

The creative person is venturing upon the unknown, venturing upon the “dark side 

of the moon,” venturing upon the sacred in Indigenous philosophy.  Venturing upon the 

Unknown and the Sacred and doing so with “holy dread” as N. Scott Momaday notes is 

perhaps “our most human and creative emotion.”  Joseph Campbell, scholar of 

Comparative Mythology, supports this declaration and observes “it is only from the 
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insights of its own creative seers and artists that any people has ever derived its 

appropriate, life-supporting, and maturing myths and rites.” (1988, p.133)     

Present research into Creative intelligence is providing evidence toward a better  

understanding of the creative process so that asynchronicity can be better understood, 

appreciated and made fruitful.  E. Paul Torrance speaks for a majority of creativity 

researchers and educators encouraging us to embrace creativity “…for its power and not 

to be intimidated by it.  Creativity enables individuals to release their potential.  A good 

deal of our potential is buried, hidden, imprisoned by fear and the hold of convention.” 

(2002, p. 8) 

   Emerging themes of this study concerning fruitful asynchronicity, Gardner’s 

fourth element of his “Life Course Perspective,” reflect the importance of culture in 

investigating and evaluating cognition and creativity, and devising pedagogy that will 

support culture. The emerging themes that provide insight into Indigenous orientations 

concerning cognition, creativity and culture include: the Peoplehood Matrix for 

Indigenous peoples developed from American Indian studies, Hoshonii Personhood of 

Dineh Knowledge, the Matrix of Support, and the Gestation Period for Creation: The 

Mysterious Time. 

It is important for the person with a different identity orientation like Ray to be 

aware of this difference as he proceeds in his creative work when engaging the western 

modern world.  In the zeitgeist of the current era that Ray is working within, new 

orientations associated with the process of creativity and the alternatives that it may 

provide are creating bridges to the life philosophies of other cultures. 
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The visions of Black Elk (Niehart, 1961) are sacred because he ventured with 

“holy dread” into the exploration and discovery of a new sense of who he was and what 

his destiny would provide to the “Sacred Hoop,” the symbol of unity with humankind.  

As western science seeks further to understand the complexity of creative intelligence, 

the Indigenous orientations and knowledge will have a voice in that definition, a 

definition that emphasizes the interplay and integration of mind, body, spirit, and sacred 

Earth: “Behold a sacred voice is calling you; all over the sky, a sacred voice is calling.” 
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CHAPTER 7 
 

TOOLS FOR CREATIVITY RESEARCH 
 

“The creation of art is an alchemy of process in which the artist becomes more himself, 
through himself, through each act of true creation.” 

 
-  Greg Cajete  

 
 

Ray has been called out onto the stage after his performance in his senior capstone 

dance project The Reign of Changing Woman.  Ray solemnly stands as the Director of the 

Dance Division presents him with the prestigious “Gertrude Schurer” award in 

recognition of the devotion, passion, and achievement in the American dance arts.  

Gertrude Schurer was a member of Martha Graham’s dance company. Martha Graham 

had been adopted by Ray as his “distant mentor,” and he has worked through his senior 

project under her providential guidance.  Could he be thinking about Martha and that 

circle of coincidences between Martha and himself and this award?   Ray is soon to 

graduate with honors and awards; it is the time to commence now upon his chosen 

profession in the dance arts of western culture. 

A portrait of Ray emerges from the research of this case study that provides 

insights in how he has acquired knowledge and expressed this knowledge through his 

creativity in the western dance arts.  Meta-cognitive interviews and reflections from 

personal notebooks have provided the data for this portraiture.   The investigation took as 

its guiding template Howard Gardner’s tool for creativity research.  This explorative 

study provides several points of resonance with Gardner’s template Life Course 

Perspective: A Framework for Creativity Analysis as well as certain tangential 
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trajectories.  Points of resonance and divergence will be summarized in this chapter under 

each section of Gardner’s creativity template as part of the process of addressing and 

answering the two research questions of this investigation:  (1) What can be learned about 

cognition and creativity and their processes from the analysis of information garnered in 

this case study investigation, which was designed to follow the template for creativity 

analysis as devised by Gardner for his creativity study based on Multiple Intelligence 

theory;  (2)  How useful is Gardner's template in understanding creativity as expressed by 

an Indigenous minority student different from the models utilized by Gardner to develop 

his template? 

A concluding section The Alchemy of Art-making presents three pedagogies 

gleaned from the data that provide insights as to how Ray constructs knowledge and 

expresses his understanding and creativity. 

 

Child and the Master:  Resonance 

As Ray is a member of the Dineh tribe in rural Arizona, it might appear unlikely 

that Ray would find a resonance with the creative individuals that Gardner elevates in his 

research, for example, Freud, Einstein or Picasso.   Yet this section of Gardner’s 

template, The Child and the Master has the most coherence of all the discoveries found in 

this exploratory case study.  Gardner notes that “by virtue of species membership, all 

normal children undergo a lengthy period of exploration of their environment, a period 

during which they have the opportunity to discover the principles that govern the physical 

world, the social world, and their own personal world.” (1993, p. 31) Children will 
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discover universals and develop habits of inquiry, “the very processes of discovering 

themselves become models for later exploratory behaviors, including efforts to probe 

phenomena never before conceptualized.” (Ibid p.92) 

Precocious Childhood  

Ray sympathetically conforms to the definition of the child developing the 

peculiar sets of processes and inquiries that Gardner’s “creative masters” exhibited in 

their precocious childhoods.  Ray has experiences that cultivate his curiosity and 

energizes him in the full activity of life: participation in ceremony, family gatherings 

enlivened by laughter, and playing in the cliff-shadows of the sacred Canyon de Chelley.  

This establishes the creativity capital of his childhood to which he returns in his 

university creativity efforts.   

Ray also knows risk, failure and achievement in these childhood years: the 

“Harkness Table” where he battled a kind of academic blindness; received the “Best 

Supporting Actor” award;  and,  intimately engaged Nature while struggling to “break-a-

horse.”   

The Habit of Engaged Inquiry and Perception 

Ray confirms Gardner’s observation that creative people “tend from their earliest 

days to be explorers, innovators, tinkerers.” (1993, p.32)  Ray designs and creates 

movement motifs that explain as well as protect revered elements of the Dineh 

ceremonial action, he creates the fan for the “Medicine Man” dancer from a shower soap 

holder, and rigs the ceremonial tree and sacred wands for his stage set similarly as when 

at child’s play.   
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 Ray exhibits the keen memory imprinted by energetic activity of inquiry, 

meditation, and evaluation upon the activities of his childhood both in the moment of 

their engagement and in the time of reflection.  This mental activity informs his creative 

work throughout his university career. Ray notes that children are “perceptive” and that 

he maintains an effort to continue as a “keenly perceptive child” with an open reception 

to ideas, feelings, movement, and to be in “that place that Indian people talk about.”  

Ray works to be alive to the “essence” of things similar to Picasso, Graham and 

Einstein.  He consciously organizes his activities to be alive to phenomena and events. He 

develops a creativity habit expectation that will propel him toward creative situations.  He 

understands silence and finds rejuvenation from experiencing silence even if his 

instructor at the Ivy League preparatory school was confounded by his natural ability.  He 

persevered in this experience and others, for example, that of his parents’ divorce and he 

declares himself “patient.”  

Ray discovers that in his childhood years that he is perceptive, curious, 

concentrated, alive with laughter, energetic, responsible, exhibits leadership, earns his 

family’s respect, resilient, introspective, reflective, communal, transcendent, hopeful, and 

grateful.  These qualities of intellect and spirit buoy him in his university experience.  

This process of “discovering yourself,” Gardner asserts, is the blueprint for “models for 

later exploratory behaviors, including efforts to probe phenomena never before 

conceptualized.” (1993, p. 92)  
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Ray was asked by his Navajo tribe to make a personal statement of his goals as a 

prerequisite for tribal scholarship.  In his first paragraph, he writes about his personal 

goals:  

Ever since I was young, I always wanted to become famous and the one to lead my own 

life.  Now, I realize that I have to earn what I want in life.  As personal goals I want to: 

experience life more for myself, become more responsible in all my own actions, express 

and utilize my talents, learn more about other people and the world I’m living in.  Of all 

these goals I have mentioned, [the most important] is to become more independent and 

successful in my life as I live it.   

 

(Ray, June 1994, Navajo Scholarship Application)  

 

Ray anticipated enrolling in engineering or media studies.  In his exploration of 

what the university could offer him, he decided to engage himself in Fine Arts studies.  

Ray will encounter a virgin territory of symbols and language when he pursues his 

collegial study of American modern dance and he will take his childhood “essence” with 

him in this quest.     

 

Child and Master: Emerging Themes 
 

 The investigation into Ray’s childhood reveals not only points of resonance and 

similarity with Gardner’s research, but primarily because of Ray’s cultural background, 

several tangents of differences have been discovered and explored.   

Child of the Holy People, is of intrinsic importance to a traditional Dineh as their 

cosmology places the child at the apex of power and possibility at birth because of their 

close association with “The Holy People.”  This is a cultural theme that has implications 
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in the developmental process of a Dineh child as well as other American Indigenous 

children.  (Cajete 1990, Schwartz 1999)  This cosmology allows Ray to pronounce that 

he is “Changing Woman” and not be slanderous or disrespectful, but, rather like that 

Einstein exclaiming that he desires to know “the mind of God,” and to be prepared and 

mindful of the consequences. 

 Sacred Geography provides a context of initial engagement from which Ray 

experiences wonder to become, as Gardner notes, the wonder-filled child sustaining the 

spirit of the creative master. Although geography has impact with Gardner’s masters, for 

example, the Mississippi bluffs for T.S. Eliot and the deserts of the southwest for Martha 

Graham, he does not emphasize a sacred engagement with Nature that is part of the 

“Peoplehood model” for Indigenous Americans and the idea of Hozhonii for the Dineh. 

     The ethnographer, Keith Basso, concludes that “Wisdom Sits in Places”; 

Indigenous peoples like the Apache (Athabaskan relatives to the Dineh) whom he studied 

noted the profound implications that sacred geography effect upon their lives.  Basso 

further explains: “Like their ancestors before them, they display by word and deed that 

beyond the visible reality of place lies a moral reality which they themselves have come 

to embody.  And whether or not they finally succeed in becoming fully wise, it is this 

interior landscape--this landscape of the moral imagination--that most deeply influences 

their vital sense of place, and also, I believe, their unshakable sense of self.”  (Basso 

1999, p. 146)  Ray repeatedly refers to himself and to his home geography as alive with 

inspiration and reverence.  
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 Transcendent child is that child who prevails through a traumatic childhood 

experience as did Ray in the divorce of his parents. (Stocek, 1997) None of Gardner’s 

case study subjects had to endure and transcend “divorce,” although he does note that 

there were many childhood events that provided “crystallizing experiences” that pressed 

them into critical thinking and acting.  

The present reality of divorce is a circumstance more common to Ray’s generation.  

Research in this area will provide a better understanding of its effects upon Ray’s 

generation.  

Empathetic Zeitgeist a Socio-Historic Factor may be reported in the context of 

Gardner’s study, but it is more evident as an element in Ray’s path toward assimilating 

(conditionally) into the majority school culture of his time.  The cultural value of Ray’s 

tradition is supported by his preparatory high school teachers as well as instructors at the 

public university Dance Division and American Indian Studies.  The zeitgeist provided 

the opportunity to prepare a receptive environment for Ray and his culture that developed 

a positive, affirming environment for learning.  This circumstance is an evolutionary 

development of society affected by multitudes of social vicissitudes.  There is a 

possibility as 20th century philosopher, Alfred North Whitehead, observes (1968) that 

such a receptive zeitgeist may become dormant in the subsequent years after Ray’s 

commencement because Whitehead likens empathy to the exercising of a physical muscle 

that stands in jeopardy of atrophy should it be ignored or neglected. 

These are four themes that emerged from this exploration. They are valuable in 

that they underscore the importance of culture and socio-historical reality in the 
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developmental schema of Gardner’s creativity analysis as concerning an Indigenous 

person.  Gardner’s further investigations into Multiple Intelligence theory provide an 

additional intelligence domain, “Ecological Intelligence,” that supports this finding of 

Sacred Geography.  This domain was not included in his Creative Minds investigation 

and, therefore, not a part of this study. 

 
 

Creation of a Work: Investigating Five Intelligence Domains 
 

Creation of a Work is the section of the Life Course Perspective framework by 

which Ray’s intelligence domains were examined.  In this analysis a concentrated portrait 

of Ray as a creative intelligent student and artist is developed.  This method of analysis 

proved to be effective in providing the pathways to discovering the intelligence domains 

and in illustrating the peculiar “mind or mental maps” that reveal how this case study 

subject apprehends knowledge and expresses creativity.   

Five intelligence domains were explored with this process: bodily-kinesthetic, 

spatial, intra-personal, musical and linguistic.  The domains initially nominated were 

bodily-kinesthetic and intra-personal.  These domains were apparent from Ray’s 

matriculation and Ray’s creative expressions in these domains dominate his creative 

activity.   

A noted finding discovered in the analysis is the superior potential in the Spatial 

and Linguistic Intelligence domains.  Linguistic Intelligence analysis is discussed in 

Chapter 5 and summarized in this chapter under the heading Linguistic Intelligence 
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Conundrum.  The Spatial Intelligence analysis is discussed in Chapter 5 and included in 

the summary noted as the Field.  

 

Cultural Mode in Acquiring Knowledge 

Ray’s journey in discovering, exploring and appropriating Martha Graham’s 

modern dance technique and aesthetics reveals how he acquires knowledge and 

synthesizes it to his own particular expressions.  He accesses information from a 

thorough investigation of an idea and constructs an understanding that informs and 

energizes his imagination and creativity.   

Ray emerges himself in the investigation creating an overhead perspective, an 

example of wholistic and contextual education. This is antithesis to the traditional 

presentation of knowledge given in American schools where packets of information are 

provided building knowledge in sequences.  (Deloria 1999, p. 132)  Ray pursues his quest 

with a more cultural trajectory.  Ray sought to examine the entire idea in his mind, and 

should he not fully comprehend the idea in its entirety, he anticipated perceiving the 

entire picture to which he would attach a personal commitment. 

 

Act of the Imagination:  Martha Graham as Distant Mentor 

In the quest for a sacred vision, it is known at the outset that the vision cannot be 

discovered and possessed quickly and at once. Still, there is the confidence that because 

this is the appropriate way or path that knowledge will be revealed.  One must be 

attentive and patient; qualities of mind and spirit that Ray possesses from childhood. He 
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also apprehends the Graham technique through his bodily-kinesthetic intelligence.  Of the 

many new techniques made available for Ray to experience, he finds a bodily-kinesthetic 

fit with Graham technique and aesthetics.  Ray has found what Alfred North Whitehead 

calls in his treatise on Education, his “romance.” 

 

Indigenous Reliance on Mentorship 

Assisting Ray in his pursuit of his “romance,” his full imagining of Martha 

Graham’s technique and aesthetics, is a key relationship with a mentoring professor that 

contributes significantly to his education throughout his four years.   

Ray also coordinated his education with key artistic associates that provided 

important additional knowledge to his western dance training.  The assurance of a  

supportive zeitgeist present during his university experience gave him confidence to re-

imagine in a respectful manner cultural material that could be translated into dance.    

Indigenous University Community 

Ray found that the American Indian Studies of this public university was of 

particular assistance in developing self-confidence and providing examples of avenues 

for unique cultural expressions and conversations with other Indigenous students.   When 

asked if he could imagine other works from his culture to expand from the specific to the 

general as he did in his senior capstone choreography, he referred back to the drama 

festival when he received his “Best Supporting Actor” award his preparatory school:   
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I don’t necessarily want it (the Festival) to be all acting but to include dance, too.  

And, if there was dance, then the younger people would be able to understand, at 

least.  Whatever their imagination was when they heard some of these stories, this 

would help them clarify that.  The imagination that they have, the curiosity that they 

wonder about.  Because I was there and it was never shown to me.    (DCM/Ray, 

May 1998, Tucson AZ) 

 

Ray continues his statement by showing how the traditional and the modern are 

matched through his preparatory school dramatic experience: 

Playing that part in that play in Navajo and speaking Navajo was probably the best thing that 

ever happened to me in terms of expression, because I was able to pursue my language in 

this modern way of expressing: the theatre. So we had the duality which is in the language and 

the modern factor which came from the theatre.  And, that’s what I felt real good about. It’s the 

tradition and the present together there.  That’s one of my main areas I’m interested in: 

creating and communicating to the public. (DCM/Ray, May 1998, Tucson AZ) 

  

 The artistic and cultural “communitas” that the university provided Ray during his 

four years of study supported his intellectual and artistic development, and was an 

important factor in consolidating his self-confidence, ambition, and achievement.   

 

Creation of a Work Exegesis:  A Useful Tool 

The Creation of a Work analysis proves this section of Gardner’s template to be 

a useful research tool for discovering, exploring and analyzing intelligence domains and 

creativity processes in this case study.  The analyses provide a portrait of the brain/mind 

activity and Creative Intelligence within the case study subject in several intelligence 

domains.  This tool provides the possibility of uncovering intelligence potentials in other 
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intelligence domains not initially nominated as was illustrated by the Linguistic 

Intelligence analysis of this case study.   Judy Rogers (1993) in her research on Spatial 

Intelligence also noted this tangential outcome as a result of researching one intelligence 

domain and revealing another.   This exegesis of a creative product is an exercise adopted 

by many disciplines in the arts and sciences.  It is a method of discovering meaning and 

tracing the mental maps of the creator as they proceed in their creative activity.       

 

Linguistic Intelligence Conundrum 

 Unexpected events provide opportunities that can reveal potentials not imagined.  

When Ray was asked to provide choreography at the last minute for the Congress on 

Research for Dance, a linguistic competency was revealed that indicated a potential for a 

nomination in linguistic intelligence.  Several factors may have obfuscated Ray’s 

superiority in linguistic intelligence: the linguistic developmental challenges of 

bilingualism, an inadequate foundational scholarship in English literacy, and the 

dominance of bodily-kinesthetic intelligence language.   

 

Bodily-Kinesthetic Intelligence Language Domination 

Spatial thinkers are often accused of circumlocution.  Ray has relayed to me how 

Martha Graham is famously know to have remarked: “If you want to know about me, 

don’t talk: look at my dance.”  For a spatial thinker, asking questions and being allowed 

to mimic back the information either verbally or bodily as in a dance rehearsal or with 

one’s hands is a helpful learning stratagem.  Ray often deferred from providing a direct 
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answer to the interview questions and instead would provide a story or anecdote and 

eventually summarized his thinking in a declarative statement.  Examples are that of 

breaking a horse or the “Harkness Table” episode. 

Ellen Dissenayake provides an example of this “other” (bodily-kinesthetic) 

language in her description of an auto mechanic exercising bodily-kinesthetic and spatial 

intelligence similar to a dancer, choreographer or surgeon.  

When an automobile mechanic examines and figures out what is 
wrong with a car he may not be using language, not even silently in his 
head.  He will rely on spatial mechanical thinking that is probably 
largely right-hemisphere mediated.  Ask him what the steps were in his 
assessment and the reasons why he did what he did, and you are like to 
get circumlocutions about ‘whatchamacallits’ and ‘thingamajigs.’  The 
‘clear and logical’ instructions in the User’s manual – the ‘text’ – are 
likely to be unintelligible to someone who does not have the 
mechanical know how to be able to dispense with them in the first 
place.  (1997, p. 203) 

  

The educational psychologist, Lev Vygotsky, (1962) proposes that thinking is 

talking to oneself.  A person develops thinking in a syncretic manner integrating activity 

with speech and language (the language of dance, music, or mathematics). Vygotsky 

notes that a person develops his thinking from an interpersonal activity to an 

intrapersonal reflection and evaluation.  This interactive activity may also be with a 

specific geography, a specific tool like a musical composition or a book, and an event 

like a Pow Wow or dance performance.  Effort is then made to synthesize the knowledge, 

the wisdom, or the idea into a personal thinking schema as when Ray expresses his 

personal dilemma in his dance work, “Frustrations.” 
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Inferior English Literacy Education 

American education is concentrated on two intelligence domains: mathematics 

and linguistics.  The study of a language comprises both mechanics and meaning.  The 

true essence of any language comes from its expressions of meaning that are more 

perfectly expounded in literacy, poetry and the more refined prose of language either in 

oral or written expression.  In Ray’s American elementary school education, this 

linguistic ability may have been confounded with bilingualism, and until his high school 

years, he may have received inferior English education because the emphasis was only on 

the mechanics of the English language.  The Pueblo Indian writer, Leslie Marmon Silko, 

notes the importance of having a quality literary experience with language.  She contrasts 

her Bureau of Indian Affairs education (similar to Ray’s) with that of other third world 

students from the British Empire: 

 There are a great many parallels between Pueblo experiences and those of 
African and Caribbean peoples – one is that we have all had the conqueror’s 
language imposed on us.  But our experience with English has been somewhat 
different in that the Bureau of Indian affairs schools were not interested in 
teaching us the canon of Western classics.  For instance, we never heard of 
Shakespeare. . . But in a way, this dreadful formal education freed us by 
encouraging us to maintain our narrative.  Whatever literature we were exposed to 
at school, at home the storytelling, the special regard for telling and bringing 
together through the telling, was going on constantly. (2000,  pp. 57, 58) 

 

 Inadequate foundational education in English literacy is the impetus for Ray’s 

preparatory school regimen in English in anticipation for his college matriculation.  Still, 

his English literary experience reflects that of his Laguna Pueblo neighbor in New 

Mexico, Leslie Marmon Silko.  Ray was first introduced to Shakespeare through the 
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ballet Romeo and Juliet by John Cranko.  Because he was intrigued by the story, he then 

reviewed the work through a video staged production and, finally, discovered the written 

language of the play itself.  This is the opposite trajectory of how Ray’s grandmother 

will receive the dance work The Reign of Changing Woman from her grandson. Ray’s 

grandmother will have heard the story told to her many times, and she herself may have 

told the story several times, and now she will receive her grandson’s dance work not in a 

“live” performance but via videotape with classical music and Athabaskan song.  

Demands of Dineh Poetic Language 

Ray shows the other side of his linguistic reality with the creation of a poem for his 

dance work “The Spirit of Father Sky.”  Lewis Thomas (1996) declares that poetry is the 

highest expression of language.  Gardner chose the poet, T.S. Eliot, as the creative master 

in Linguistic Intelligence, and not an essayist or historian.   Chapter 5 presents a full 

discussion of the spatial particulars of the Dineh language that make it most difficult to 

translate.   

Ceremonial language is poetic.  In this dance work The Spirit of Father Sky Ray is 

ascribing language to “Father Sky,” a Dineh deity; therefore, the language is poetic and 

heroic.  Through this evidence and other supporting facts presented in the analysis, there 

is a high probability that Ray should be nominated in linguistic intelligence. This 

investigation provides evidence to sustain the probability of this potential. 
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Portrait of Ray:  A Creative Individual 

 Ray provided the “mental maps” that he has inherited and acquired in his journey 

to becoming an artist and a seeker of wisdom.  Ray is an attentive student who has found 

his romance; he disciplines himself to the rigors of new bodily-kinesthetic expressions. 

He initiates a comprehensive study of Martha Graham’s technique and aesthetics.  He 

stretches his knowledge and appreciation of classical music and appropriates its 

emotional expressiveness by creatively matching it to his choreography.  He translates his 

homeland geography to the staging space of Drama.   

Ray transcends his American reservation schooling; it is evident that he creates 

with the tools of his culture, innate talent, and personal motivation. Ray expresses this 

knowledge of his inner landscape, intra-personal intelligence and his “body stories” 

through his bodily-kinesthetic intelligence and creative work “products,” i.e., his 

choreography.   

 

The Creator and the Field: A Resonance 

The Field of experts that establish the standards of craft, creativity and 

scholarship within the Dance and Theatre Arts at the public university are intimately  

involved with the student specializing in the Field.  The awards and honors bestowed 

upon Ray at his commencement indicate that the dance Field in this community support 
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his visions and provide encouragement.  The wider Field will now have jurisdiction over 

his métier:  History will write this page.   

 

Creating and Maintaining an Empathetic Zeitgeist 

 The Field is important in creating the zeitgeist in which the Field operates.  It is 

evident that an evolutionary progression is presently developing toward diversity and 

multiple perspectives from cultures with different access modes to knowledge as well as 

aesthetics.  Also, the Field is at the nexus point with modern technology that provides the 

creative person and their work with an audience that can judge their value without the 

sanction of the Field.  This is an important development to consider for the future in 

determining how the Field will interact and respond to with this new “internet jury” tool. 

 

Provoking New Questions   

An important element in creativity is the ability to formulate new questions or 

perspectives within the Field.  This kind of mental creativity is crucial if the Field is to 

evolve and even to revolutionize itself.  Ray carries his culture with respect and dignity; 

he is tenacious about its cosmological contributions to his health and well-being as 

reviewed in his sojourning in that “hazardous” place of New York City or in the “other” 

culture space of the university.  Ray’s culture is not a burden but a point of power.  

Through his sensitive interpretation of his culture into western dance art, he has provided 

a unique perspective to the Field.  Ray also provokes the Field to consider new 

pedagogy.     
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Fruitful Asynchronicity:  A Revolutionary Insight 

 
 Fruitful Asynchronicity is the aspect of Gardner’s Life Course Perspective that 

illicits the most provocative thought and evaluation from this case study.  In this section, 

there are points of consonance and divergence as discussed in Chapter 6.    

 Fruitful Asynchronicity is a valuable concept when examining the thinking and 

expression of a creative individual.  It counters the “dark” history creativity has endured 

in western psychology when it is linked to mental instability and madness.  Gardner, 

along with Czitsentmyhalyi’s flow studies in creativity, help to frame creative 

intelligence as natural; it is the balance of an extreme energy in “the mysterious time.”  It 

has excitement and ecstasy.  The caution here is that the asynchronicity must be fruitful; 

the energy must have a harvest that benefits the Field.  If the creativity is bizarre and self-

absorbed, it could be harmful and destructive with lamentable results. 

 

Cultural Divergence:  The Faustian Bargain 

 In the Dineh cosmology Hozhonii  the center of beauty and balance is the primary 

healing action of the “Blessing Way” ceremony Ray participated in as a young boy for 

the healing of his grandmother.  The element of Fruitful Asynchronicity is in consonance 

with this idea of creative expression.  The divergence within this section is related to 

what Gardner describes as the Faustian Bargain.   

The Indigenous perspective concerning the Faustian Bargain is explained in the 

critique offered by the writer and poet, N. Scott Momaday, in William Butler Yeat’s 
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poem “The Second Coming.”  Momaday targets the line “Things fall apart, the center 

cannot hold.”  

One realizes one's self, centers one's self, and offers one's self. 
One exists cooperatively and coequally with all created things.  Individual 
control, self-control, contributes to collective control, balance, and harmony--the 
natural order.  Therefore, the traditional first American would not understand the 
anxiety about the perversion of systems reflected in the rest of the poem. He 
would identify those artificial constructs, those man-made control systems, as the 
problem.”  (Momaday 1985,  p. 2) 

 
 Momaday as do other American Indigenous thinkers agree that the natural order 

has been assaulted by man-made systems and that this fact lies at the center of the 

problem.  Their perspectives counter western philosophy and Dr. Faustus, the “dream 

man” of Science.  Their perspective is aligned with modern biophysical scientists such as 

Lynn Margolis, E.O. Wilson, and Lewis Thomas that echo Indigenous thinking about 

consilience, synergistic systems and symbiotic relationships as expounded in this 

investigation.  

 

 Coherence with Fruitful Asynchronicity 

 This case study analysis finds coherence with Gardner’s analyses of the concept 

of  fruitful asynchronicity apart from the Faustian Bargain  notion,  as a universal factor 

in the lives of creative people This concept provides a touchstone for creative people to 

acknowledge their peculiar reception to phenomenon, dreams, and imaginations and their 

responsible attempt to interpret them.  

The Indigenous perspective bearing on the Faustian Bargain could prove to be 

beneficial to western psychology and the newly developing psychobiological fields 
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endeavoring to reconcile creativity with health and intelligence.  The Indigenous 

perspective could provide other avenues of understanding “the highest expression of the 

mind/brain, creative intelligence” and find a healthy balance between creativity and the 

imputed “madness” of psychological diagnosis. 

The Alchemy of Art-making 
 

              “The creation of art is an alchemy of process in which the artist becomes more 

himself through himself through each act of true creation,”  (1994, p. 149) writes 

American Indian education philosopher, Greg Cajete.  The artist must take care to 

associate their activity with one’s society: “This is the age-old ceremony of art whose aim 

is the making of one’s self, the celebrating and symbolizing of an aspect of life deemed 

important to the artist, and the reality that he sees and shares with his tribe, his people and 

himself.” (Ibid, p. 149)    

Ray identified three specific pedagogies as contributing to his achieving success 

in his creative endeavors that gave him personal satisfaction and also illustrate his 

cognitive processes in acquiring knowledge.   The first pedagogy is that of 

apprenticeship, a time honored pedagogy in the art Field of dance.  It is also a pedagogy 

consistent with American Indian traditional education (Cajete 1994, Cleary & Peacock, 

1998) 

 The second pedagogy to be examined is the application of Multiple 

Intelligence theory to the syllabus of the “Dance History” course, a core curriculum 

course for all undergraduate Dance Division majors.   
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  The third pedagogy is the use of historical context, physics and metaphor to 

relay the aesthetics and technical parameters of "port de bras" (“carriage of the 

arms”) technique in ballet.  

Ray’s meta-cognitive reflections through his interviews, inquires, recollections 

and musings written in his rehearsal notebooks substantiate the impact these experiences 

have on his acquisition of  knowledge and expression of creativity.   

Apprenticeship:  A Collaborative Contract between Teacher and Learner 
 

The first pertinent pedagogy to Ray’s acquisition of knowledge is an 

apprenticeship with a guiding mentor.  An excerpt from Ray’s rehearsal notebook of 

The Reign of Changing Woman provides an episode that illustrates the sensitivity of 

his mentor who provides a critical response, inquiry and instruction during the 

delicate  formative time of rehearsal.  The mentor and student discuss a sensitive 

cultural and ceremonial issue.  Because of his mentor’s work in world dance 

ethnography, he understands the importance of the issue and provides an affective 

atmosphere of confidence and patience that the dance communication concern will 

be solved. 

The discussion centers upon the use of the feathered “fan” which Ray has 

fashioned.  The fan is manipulated in a particular section by the dancer who is the 

Medicine Man, the holy man and healer.  Ray notes that he had to show rather 

quickly, how the Medicine Man might manipulate the hand in the ceremony, but that 

this would be an inappropriate usurpation of the actual manipulation performed by a 

Medicine Man in the healing ceremony. (Ray, Rehearsal Notebook, May 1998)  It is 
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necessary for Ray to devise a movement and manipulation that both disguises and 

reveals his intentions.   

Ray notes that his mentor remarks that he is “delighted with Ray’s commitment 

to movement for the sake of the communication of the sacred.” He further notes that 

his mentor said it was “a privilege” and placed his hand on his heart. (Ibid) 

This rehearsal was video recorded and Ray attached this rehearsal to his 

performance video of the Reign of Changing Woman and posted it to his relatives, 

including the President of the Navajo Nation, with a note thanking him for the 

Nation’s scholarship support.  Ray reported that his mother and his aunts watched 

the video everyday for two months.  This provided him with confidence and 

encouragement to commence with his work as a choreographer in the world beyond 

the university.   

Ray’s reliance on his mentor’s direction and guidance in his senior capstone project 

is the culmination of a relationship that has developed over four years.  It was Ray's initial 

meeting with his mentor that affirmed Ray's decision to choose to study a western cultural 

art form, Dance, instead of proceeding in the direction of his father’s discipline, that of 

Engineering.   

This mentorship grew "organically" from Ray's decisions to study with his mentor 

beyond the requirements of his university study.  He took elective classes with his mentor 

and auditioned and performed in all of his mentor’s choreography (four major works).   

Ray notes that his mentor’s “intelligence was a resource to my intelligence – it certainly 

helped me out.”  (DCM/Ray, May 1998, Tucson AZ)  
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Ray speaks about learning about “terror and ecstasy” while working on the role 

Homo Aestheticus in one of his mentors major dance works.   The Homo Aestheticus role 

“was like a test, and it evolved to become a continuing test through those days and weeks 

of work in rehearsal.” (Ibid) 

Ray was able to experience directly the art of dance-making in his mentor’s 

rehearsals. Ray became initiated into the decorum of the art form, the specific language 

and history of the art form in these rehearsals.  In this respect, Dance, because it is 

primarily an orally transmitted art form, conforms to the oral traditions of Ray's childhood 

and ceremonial life of the Dineh.  Also, the idea of apprenticeship has a familiar 

connection with the traditions of apprenticeship with Navajo arts.  The teaching and 

learning through apprenticeship is described by American Indian educators and 

philosophers from Charles Eastman Ohiyesa in 1916 to Cleary & Peacock, 1998, Vine 

Deloria Jr. 1999, and Tom Holm, 2003 as inductive and experiential -  you experience the 

whole idea and from that you induce the importance of each part each time you participate 

in the experience.  The rehearsal experience and the stage performance must be 

experienced.  It is presented as a complete idea realized by the refinement of the parts: the 

quotidian practice of technique, repetition of the dance design, laboring to find the “soul” 

of the choreography and to remain alert and committed to that purpose in performance.  

The relationship of Ray and his mentor is expressive of “a collaborative contract between 

teacher and learner.”  (Cajete 1994, p. 212)  
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Multiple Intelligence University Pedagogy 

 
“Dance History” is a required course for all Dance majors and, therefore, Ray was 

obliged to enroll.  Dance History is also offered to the general student body as fulfillment 

of a Humanities requirement.  Typically, the syllabus includes written exams and a 

written dance research paper.  An “extra credit” provision allows students to “recreate” a 

historically significant dance work and thereby boost their grade. 

 

Multiple Intelligence Theory Liberates a Double Standard 

A visiting scholar was reviewing the syllabus and it was perceived that there may 

be a "double standard" imposed upon the students who were dance majors.  The scholar 

conferred with the instructor of the course and proposed that the best way students of 

bodily-kinesthetic and spatial intelligence (i.e., mostly the dance students) could express 

what they knew about a specific point of dance history was to recreate in dance a 

representative dance work.  The scholar argued that this was a reliable assessment of 

what the students would have learned.  It was argued that “Multiple Intelligence” theory 

proposes this kind of provision as an acceptable expression of knowledge.  The 

suggestion was presented that the students be given a choice either to expound their 

knowledge in a written paper or to present it as a reconstruction of a seminal dance work.  

If the latter was chosen, the students chose the dance work, researched the choreography, 

auditioned dancers and rehearsed them up to a workshop performance standard.  They 

would also provide notes that would be appropriate for inclusion in a program.  
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 As the result of this scholarly discussion, the instructor did alter the syllabus to 

allow for this experiment in Multiple Intelligence pedagogy.  Approximately one-third of 

the class took the “danced research paper” option (18 students).  They were able to 

receive a grade that supported their GPA to the point where many were on the honor roll 

for the first time.  Ray was a participant in this option and he appreciated the opportunity 

to research something through the tools of his own Field, choreography, and because of 

his superior grade in this class achieved Honor Roll status.   

 The following year, the same professor taught the class and again offered the 

same experiment.  It proved just as successful and satisfying to students and faculty.   

 

The Intelligence Tool of “Asking” 

Reconstructing a dance gave the students practical skills in that many dances are 

now on video or film and must be reconstructed from these mediums.  Besides the 

practical skill, they become aware of the limitations of such reconstruction.  This leads to 

an understanding that to enter deeply into another creation, a real investment of the 

person must be offered.  This is reminiscent of what American Indian educator 

philosopher, Cajete, writes about in his delineation of Indigenous arts as mandalas of 

creative transformation.  (1994, p. 150)  The students as researchers become aware of the 

importance of the tool of “asking,” i.e., posing questions to find deep meaning that will 

inform the performance of a work of art. The students were provided an opportunity of 

showing what they knew in their superior symbol system and intelligence domain.  
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“Port de Bras” a la Copernicus:  Interdisciplinary Pedagogy 
 

Classical ballet has certain techniques which has specialized knowledge that is 

entrusted to certain individuals who usually acquire this knowledge through the time 

honored system of apprenticeship.  Ray found a dance associate who received a 

specialized knowledge of “port de bras” or the “carriage of the arms” in classical ballet 

technique from a prestigious lineage. In the classical arts as in the Dineh arts, the teachers 

from whom you receive specialized knowledge are considered most valuable.  One is 

honored to become one of their students.     

Cleary and Peacock in Collected Wisdom (1998) devote a chapter to pedagogy 

that has been successful to the American Indian learner that this ballet associate utilized 

in the tutorial:  providing metaphors, giving personal anecdotal material that connects the 

teacher with the subject and the learner, making interdisciplinary connections, and 

providing opportunities for performance.  

 

The Metaphor  

The historical time period in which ballet dance became supported as a cultural 

icon in France came at the time of development of rational thinking.  The carriage of the 

arms was transformed from the positions of the fencer to reflect the celestial motions of 

the planets as conceived in cosmology developed by the Polish astronomer, Copernicus.  

This was the metaphor and the historical context in which the arms technique were 

presented to Ray.  He writes that “I seemed to instantly understand it.” (Ray, Rehearsal 



215 

 

Notebooks, September 1997)  This, then, is the “Aha” moment of understanding:  when 

things come together, consolidate and make true sense. (Cziksentmihalyi, 1998) 

    

The Etude:  A Personal Dance Study Vehicle 

The arm technique provides the dancer with important source of energy, balance, 

and aesthetics.  This was the second stage of using the arms.  For this the ballet associate 

developed an “Etude” or a “study” that requires the artistic rendering of the technique in 

the full context of a dance and not merely the repetition of an exercise.  Repetition would 

dull the creative mind, whereas putting the technique into an interesting dance enlivens 

the attention and interest in creating art.   

 After Ray learned the choreography for the Etude which had all the technical parts 

of the art work, he could rehearse himself and evaluate his progress.  He would then have 

questions and he and the dance associate discussed what he thought about his bodily-

kinesthetic, aesthetic and emotional progress as is done in a master class. It is a 

concentration that explores the deep knowledge of the art form leading to mastery.  

Eventually, this Etude was transformed into a choreographic response to a doctoral 

comprehensive question for the dance associate for a professor in American Indian 

Studies who was interested in Multiple Intelligence theory.  

 The Etude was not set to traditional accompaniment of music but was set to a 

poem, “The Wound,” by N. Scott Momaday.  This was a new and intriguing idea for Ray 

– to dance to words or the silence between words.   “The Wound” was recited along with 
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the accompaniment of gourds and rattles by an actor.   It was presented to an international 

audience gathered for the Congress on Research in Dance.  

Performance:  Full Circle of Knowledge 

Ray experienced a full circle of knowledge beginning with a tutorial, to a self -

evaluating device of the Etude, and ending with a performance that was critiqued by the 

author.   

The additional opportunity for Ray to perform this Etude for an international 

professional assembly of creative artists, researchers and academics in Dance was an 

affirming experience placing “real value” on his achievement.  Ray adopted the idea of 

using words and poetry as an accompaniment for dance and created his Father Sky work 

that was premiered at this Congress on Research in Dance.  

  

Summary of Resonance and Emerging Themes 

Gardner’s developmental framework  Life Course Perspective:  An Analysis of 

Creativity proves to be a valuable tool for this qualitative ethnographic case study.  There 

are points of resonance and coherence with elements of the template as well as tangential 

trajectories and divergence. 

 The investigation of the case study section follows Gardner’s template and 

compares key outcomes in his research to information Ray provided in his interviews and 

the notebooks.   
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Gardner’s case studies and this case study underscore the importance of the first 

section of the framework The Child and the Master with the key elements: (1) creative 

capital, that set of sensitivities that enrich a young life and remain enhancing for life;   

(2) crystallizing events, those activities that are multi-faceted with deep meaning and 

pose abiding questions;  and, (3) risk-taking attempts that bring achievements that 

provided confidence in important arenas of activity.      

This case study exploration discovered emerging themes that extend Gardner’s 

investigation due to the unique cultural background of this case study: (1) alternative 

primary cultural and philosophical orientations, e.g., Child of the Holy People and Sacred 

Geography; (2) bi-cultural realities dependent on the socio-historical zeitgeist;  and, (3) 

the continuing presence of the “transcendent child.” 

The first two emerging themes are based on cultural phenomena and the third as a 

result of a personal awareness and effort. These emerging themes provide cultural 

perspective in understanding the American gifted child from Indigenous backgrounds and 

are guides for developing cultural resonant pedagogy and curriculum. 

The second section of the framework The Creation of a Work found complete 

resonance with this case study.  The research analysis in this section provided the best 

exposition of how this case study subject acquired knowledge and utilized it in his 

creative expressions.  The analysis substantiated the nominated intelligence domains of 

Bodily-kinesthetic and Intra-personal Intelligences, and it provided evidence of potential 

superior capacities in Spatial and Linguistic Intelligence domains.  
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 The Creator and the Field section follows Gardner’s outline and again 

emphasizes the importance of socio-historic zeitgeist in the receptivity of cultural 

difference. 

The element of The Faustian Bargain, an emerging theme in Gardner’s research, 

is culture-specific to this case study and it finds no coherence with Gardner’s trajectory.  

The concept of fruitful asynchronicity was found to be very valuable in countering the 

mysteries of aberrant behavior in western culture that surrounds creative people and the 

processes of creativity.  Fruitful Asynchronicity is a valuable tool concept for “Gifted and 

Talented” educators and researchers to understand in order to assist in the mentorship of 

these students in their endeavors to express creativity in American education.  

 

Generalizations 

Generalizations that can be advanced from this research comparison with 

Gardner’s case study is that the framework that Gardner devised Life Course Perspective: 

A framework for Creativity Analysis is a useful tool in organizing a case study for 

creativity.  Throughout this exploration, the most prevailing differences have centered 

upon culture and the historical period or Zeitgeist.   Gifted Education must consider these 

factors in the development of pedagogy and curriculum.   

Meta-cognitive interviews and introspective notebooks are valuable sources for 

establishing “mental maps” expressing thinking, comprehension and self-awareness of 

process in Creative Intelligence expression.  A mature student subject like Ray provides 

probing questions and timely directions.  The creative notebooks that Ray kept as a 
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discipline in developing his thinking and creativity were valuable data sources.  These 

resources and the guidance of the template provided the researcher with information that 

stimulated the analysis, a vibrant appraisal of intelligence domains and comprehension of 

a creativity process within an individual from a unique cultural perspective.  

The tangential action research concerning Multiple Intelligence theory and 

culture-specific pedagogy involved in this study proves valuable because the “praxis” can 

be immediately evaluated.   The action research involved in this case study revealed the 

value of Multiple Intelligence pedagogy in contributing to the knowledge acquisition and 

creative expressions of this case study subject.  American Indian pedagogy also provided 

important models for eliciting the comprehension of knowledge and the execution of 

creativity.  Action research and cultural-specific education practices enlarge and inform 

our understanding in developing Gifted education practices for enhancing creativity and 

respecting the diversity of pathways to this goal.  
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CHAPTER 8 
 

IS IT NECESSARY THAT EAGLES BE CROWS? 
-  Sitting Bull, Sioux Hero 

 
 

 The complex terrain of intelligence, creativity and creative intelligence has been 

traversed in this explorative investigation and we arrive at the threshold of new territory 

of cognition, multiple intelligence, and creativity.  Several key sources have contributed 

to this body of knowledge: Ray’s collaborative efforts through his extensive meta-

cognitive interviews and introspective notebooks, the Dineh culture, and  Howard 

Gardner’s creativity framework tool: Life Course Perspective: A Framework for 

Creativity Analysis.  Gardner’s creativity framework is the result of his investigation of 

seven creative masters of the 20th century that represented seven domains of his Multiple 

Intelligence theory.  When this theory was applied to Ray through Gardner’s Life Course 

Perspective: A Framework for Creativity Analysis tool, several domains of high 

capability and potential were affirmed and two additional domains were discovered.  This 

translation of multiple intelligence theory into praxis through Gardner’s framework tool 

indicates the value of this tool in creativity studies.  Also the emerging themes of this 

investigation provide a rich resource for understanding the acquisition of knowledge in an 

Indigenous American.     

The emphasis of this chapter is to provide a discussion of the implications from 

this inductive research and support for pedagogy as concern the visions of these 

implications.   Resolution of certain implications may answer the Sioux prophet, Sitting 
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Bull’s query as quoted by the modern day Sioux warrior for Indigenous education, Vine 

Deloria Jr.: “Is it necessary that eagles be crows?”  (Deloria 1999, p.51).   

This research reveals how the case study subject, Ray, an American Indigenous   

university student, a Dineh, acquired knowledge and how this attainment was expressed 

through examples of specific pedagogy and creative products.  A discussion is provided 

that entails unique perceptions from Indigenous educators on aspects of gifted academic 

education and offers a vision for a more provocative curriculum and culturally responsive 

methodology for underserved gifted populations.  

  Ray’s university academic probation presents a red flag – what aid is required in 

this predicament?  Ray experienced a most difficult circumstance in his sophomore year 

when he choreographed “Frustrations” a dance work that was expressive of that 

circumstance. I discuss the implications of this in Ray’s experience that involved the 

Field, the Elders and the institution in the section Monitoring Progress: The Field’s 

Responsibility.   

Two emerging themes Child of the Holy People and Sacred Geography have 

challenging implications.  The Childhood Nature Deficit section examines an emerging 

phenomenon of technology invading childhood of our time and how an Indigenous 

perspective may be an aid in this dilemma of modern life.  The need for educating 

teachers in Sacred Geography is presented as an adjunct to this discussion.  

Throughout Ray’s interviews, he employed his cultural devise of “storytelling” 

for answering questions or musing about ideas. In the section Storytelling, a Bridge to 
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Scientific Concepts and Creativity this pedagogy is introduced as a superior method in 

teaching Indigenous students.  

Do We Really Want Eagles, Creative Students?  In this section I review several 

studies that support the outcomes of this investigation for teacher education in Multiple 

Intelligence theory and pedagogy to support the theory and this important attribute of the 

mind/brain, creative intelligence.  I begin with a study by E. Paul Torrance, a prominent 

educator and researcher of gifted who pioneered research with gifted minority students.  

The Robert W. Rhodes research with Navajo and Hopi students in learning styles and 

divergent thinking modes supports Torrance’s teacher education premises.  Support for 

spatial intelligence curriculum for all learners is supported by the research work of Alfred 

W. Munzert and the Hawthrone University school project. The implications of this 

research suggest that future educators for the Gifted may implement curriculum that 

responds to Multiple Intelligence theory and cultural diversity 

Character development or the virtuous intelligent student has been ignored by the 

Field of Gifted and Talented education until this last decade.  The section on Value 

Resonant Education argues for a socially responsible curriculum for Gifted education that 

shadows the values that Indigenous educators have historically interwoven into their 

teaching.   

The final section refers to the last question asked of Ray in his interview:  What 

do you see in the future?   

I will begin first with A Grand Experiment-It Failed that implies that the cultural-

historical zeitgeist is a determinant factor in the present and future of Gifted education for 
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America’s indigenous minority.  The discussion is continued in the section: Indigenous 

Perceptions of Gifted Education  

 

A Grand Experiment – It Failed 

Sitting Bull’s rhetorical question, “Is it necessary that eagles be crows?” occurred 

after Sitting Bull reviewed the school that his children were required to attend.   Given 

what he knew about how to educate children, especially his Sioux children, Sitting Bull 

was dismayed to think that his children instead of being understood as “eagles,” would be 

“imagined as crows.”   

The cultural-historical context of 1890 was the final pages of the American Indian 

wars and the Indigenous peoples of the continent were conquered and quartered onto 

reservations and required to attend “schools.” N. Scott Momaday writes of these schools 

in his essay The American West and the Burden of Belief using as a model the Carlisle 

Indian School in Pennsylvania, the boarding school founded in 1879 by Richard Henry 

Pratt, “whose obsession was to ‘kill the Indian and the save the man.’” (1997 p.101)    

  Carlisle was the model upon which an extensive system of boarding 
schools for Indians was based.  The schools were prisons in effect, where Indian 
children were exposed to brutalities, sometimes subtle, and sometimes not, in the 
interest of converting them to the white man’s way of life. It was a grand 
experiment in ethnic cleansing and psychological warfare, and it failed.  But it 
exacted a terrible cost upon the mental, physical, and spiritual health of Indian 
children.”  (Ibid) 

 
This model that Momaday writes about that “exacted a terrible cost upon the 

mental, physical and spiritual health of Indian children” comes from his parents who 

were school teachers at the Jemez Pueblo in New Mexico for several decades (1976 ).  
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His parents, both Indigenous Americans, strove to correct or mollify these stated 

educational goals.  For the most part, however, this “grand experiment” continued long 

into the 20th century.   In her book of her stories from her youth in the Great Lakes 

region, ethonobiologist and philosopher, Keewaydinoquay Peschel of the Anishinaabe 

tradition explains what a boarding school was circa 1930:  

Indian boarding schools were once found throughout the United States.  
They were established under a federal program with the goal of conquering 
Native American populations by denying Native children the right to speak their 
own languages.  Instead they were forced to speak only English and to abandon 
their own customs and cultures. (2006, p. 54) 
 

The Indian boarding school had not gone beyond this description as Laguna 

Pueblo poet and writer, Leslie Marmon Silko notes in her description of her reservation 

schooling in 1960’s (Chapter 5). 

Federal recognition and appropriations for Gifted education for Indigenous 

American students came only after Gardner’s “Multiple Intelligence” theory was 

translated into an appropriate assessment tool in 1998. (Maker, Nielsen, Rogers 1994)  

Finally, at the dawn of the 21st century there is provision and expectancy that eagles will 

soar. This evolution of American Indian education came too late for Ray, however, as the 

zeitgeist had not been established during his school years as this research has revealed.  

   

Cultural-Historical Implication of Zeitgeist   

The cultural-historical period of the present when Ray is a university student, 

provided a zeitgeist that endured the review of history. The cultural-historical zeitgeist 

indicates that the American society had resuscitated itself to a point by which it could 
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acknowledge the contributions of its Indigenous peoples.  This research project is an 

example of this zeitgeist.  Gifted education and general education for Indigenous 

American students and other minority populations could benefit from the utility of this 

investigation and the emerging themes emanating from the application of Gardner’s  

research tool: Life Course Perspective: A Framework for Creativity Analysis.    

An important implication of this study is the value of conscious efforts made in 

concert within the prevailing historical-cultural context, for example, the English teacher 

at Ray’s preparatory school and his guiding mentor with an ethnographic dance 

background.  Also, the historical-cultural zeitgeist may be created as when  

Howard Gardner challenged the dominance of the IQ and the perception that intelligence 

exhibited itself in narrow domains of expression, mainly linguistic and mathematical, a 

reflection of a western rational intelligence history. 

 

Indigenous Perceptions of Gifted Education 

The question “Is it necessary that eagles be crows?” takes aim at the capacity and 

commitment of an education system to promote and provide for creative intelligence.  

Sitting Bull viewed his children as having the potential of “eagles,” the royalty of the 

open land and sky but he prophetically saw in the education system his children were 

offered that their potential was evaluated as worthy only of crows, an inferior bird to an 

eagle.  

Improvements in education and in gifted education in particular are challenged 

because of lack of empathy, understanding and appreciation with regard to a person’s 
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culture as being a point of power, a fund of knowledge, as noted by Vygotskian scholars  

(Moll,1999)   Additionally,  educators for the gifted,  note that even though children from 

diverse cultures are recognized as Gifted within American education, there is little 

understanding as to how to serve their needs or encourage and promote the development 

of their talents. (Smutny, 2003) 

  

Appropriate Curriculum for Indigenous Gifted   

The discrepancy of appropriate curriculum and pedagogy for Indigenous gifted 

students challenged the team teachers of the first Gifted program at a Navajo Reservation 

School who adhered to and followed the counsel of Indigenous educator, Greg Cajete.   

Cajete, who was an educator at an American Indian academy in the Southwest for several 

decades, writes about co-creating a curriculum: 

This is a way of learning, communicating, and working in relationship that 
mirrors those ways fund in nature.  It also destigmatizes the Indian learner from 
being disadvantaged and the educator from being the provider of aid.  It allows 
both the learner and educator to co-create a learning experience and mutually 
undertake a pilgrimage to a new level of self-knowledge.  The educator enters the 
cultural universe of the learner and no longer remains an outside authority. 

By co-creating a learning experience, everyone involved generates a 
critical consciousness and enters into a process of empowering one another.   

With such empowerment, Indian people become enabled to alter a 
negative relationship with their learning process. (1994, p 219) 

 

The teaching team recognized the wisdom in Cajete’s logic and developed a value 

resonant and cultural appropriate curriculum. (Massalski, Basham & Yazzie 2000)    
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Ray was invited to participate in this curriculum by presenting his video of the dance 

work The Reign of Changing Woman and to provide a workshop for the students in the 

summer Gifted program.  He received the appreciation and critique of not only secondary 

Navajo/Dineh high school students, who had never observed a modern dance, but the 

educators who led this program. This sharing provided Ray with a realization of one of 

his own visions of reciprocity to his culture that inspired and sustained him throughout 

his university years.  (Ibid) 

 

Creative Problem Solving  - An Indigenous Perspective 

Gardner defines intelligence as “a biopsychological potential to process 

information that can be activated in a cultural setting to solve problems or create 

products that are of value in the culture.” (1993 p. 33)  A definition of creative 

intelligence is not so much defined as described as with LeoNora Cohen’s (2003) 

description of creative intelligence as a “complex terrain.”  

The practical course for American mainstream educators as well as those of 

the Gifted and Talented, has been allegiance to Gardner’s intelligence definition with 

the emphasis on “problem solving.”  This has lead to a plethora of educational 

pedagogy that attempts to put creativity in a hierarchic structure as in a taxonomy or 

a series of “calisthenics” that starves the spirit in the mind/brain/spirit, i.e. bio-

psychological potential.  The results are quick minds playing at facility and 

cleverness but not creativity and hozhoni.   
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In western psychology, the idea of “problem solving” is a negative presumption 

that somehow, somewhere, life is not good – there are problems, obstacles that must be 

solved within a time frame, contrary to Indigenous perspectives.   The practice of 

presenting problem solving scenarios to students in Gifted education confers an 

atmosphere of continual imbalance with little space and time for appreciation and awe for 

the wonders of the gifts of Nature, harmonious community and the universe.  

 

Creativity and the Adventure of Ideas  

Creativity and intelligence from the Indigenous perspective involves a person 

whose mind is curious and filled with a sense of intrigue.  This natural birthright 

inheritance finds coherence with the education aims of philosopher/mathematician Alfred 

North Whitehead, when he explains that a romance occurs within the individual in his 

quest to utilize and understand his mind in the course of his education. (1968)  Gardner 

also values the reality of romance when he ascribes so much power to the childhood 

years in his Life Course Perspective Template. 

Creative thinking at its core may elude most educators of the Gifted with a 

reliance upon the “problem solving” technique.  Day dreaming, wandering, playing, 

engaging in cross disciplinary conversations like the Impressionist painters with scientists 

working out the physics of light, receiving visions as Black Elk about the repair of the 

Circle of Life, or conversing with ancient women about herbal medicines of the Earth are 

not in the prescribed pedagogy of “problem solving” but rather connected to the state of  
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“intrigue” and becoming “romantically” involved with the excitement of an adventure. 

(Whitehead, 1934)   

The Indigenous response to problems and problem solving has been storytelling.  

The Storytelling is in the Oral Traditions and responds to real life dilemmas. The 

responsibility of a young student to the future is embedded in the rigor of the vision quest 

ideals of Indigenous peoples that is supported and allowed to mature with respect and 

guidance.  In the natural world, Sitting Bull, knew that crows solved problems, eagles 

soared with the keenest of sight and insight.   

 

Mentorship Pedagogy 

 This investigation has provided evidence to the importance of mentorship in the 

development of talent and creative intelligence, in guiding mentorship of a present person 

and in a distant mentorship through the history of a renown person such as Martha 

Graham in a particular field of study.  Mentorship or apprenticeships are a time-honored 

pedagogy of Indigenous people and Gifted Education should be more alert to its enduring 

value.  Internships with prominent and culturally sympathetic mentors should be a 

centerpiece in programs for the gifted.  The need for mentorship with students outside of 

the mainstream and especially those taking the risk of entering institutions of higher 

education has been emphasized by scholars in the field. (Torrance, 1991) 

In Ray’s sojourn at the university, his career was imperiled during his sophomore 

year when he created the dance work “Frustrations.”  The dance work reflected his 

interior tensions as he grappled with little money, semi-starvation, and the strains of 
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academic requirements that placed him on probation.  It was through the perspicacity of 

his guiding mentor and his newly found dance community that assisted in his finding his 

balance, his hozhoni.  

 

Monitoring Progress: The Field’s Responsibility 

 Of the three elements for success in expressing talent:  innate talent, motivation 

and opportunity, the last is a societal responsibility linked to the cultural-historical reality.  

In societies that are not communal like the Dineh, the welfare of the individual is 

dependent on the individual.  Little provision is developed for emergency situations.  Ray 

found himself away from his Dineh community and in monetary need, his very existence 

for food was in jeopardy. The tragedies of gifted people withering into paralysis because 

the basic Maslow laws of self preservation are not met are very evident in western social 

history.    

This type of  predicament is an example of Gardner’s assertion that because Ray 

is from a communal society and encounters an individualistic society of limited altruism, 

he is in an asynchronistic situation (Chapter 6 ) and his efforts will be that much greater 

in achieving his quest within this oppositional society.  This implication is of grave 

importance to educators to the Gifted.  Ray survived this time of trial through the charity 

of his dance community and his guiding mentor.   

The Field provided monetary awards and recognition at the end of Ray’s journey.  

At one point, the Field through the Dance Division provided partial assistance for study 
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but made no provision for travel or accommodation. (Chapter 5) Not enough is done to 

provide for gifted students to sustain their journeys.   

The academic probation that Ray endured in his sophomore year reflected itself in 

his dance work “Frustrations.”  Had Ray experienced this within his own cultural melieu, 

there would have been a different response other than “frustration.”   Is it not the onus on 

the elders, or the Field, to assist in whatever way is culturally appropriate, mindful of 

self- esteem and debilitating depression. The dance community came to assist Ray in the 

way community can, with awareness, with quiet patience and indulgence and assistance 

without condemnation but with expectancy of healing.   

The Field represented by the university must be more vigilant to students of 

asynchronistic relationship to the institution.  Short term loans with alternative ways of 

repaying should be available to students.  Alternative ways might have been a 

performance by Ray for a benefit, tutoring, or providing art presentations to students on 

the reservations.  Counseling about how one must use money in the new environment 

should be provided at the beginning and throughout the sojourn.  The Field has a social 

and self-preservation responsibility towards cultivating and maintaining gifted members 

of its Field not only after they have achieved but during the sojourn and time of trial. 

 

Childhood Education Emphasis 

 A dominant theme throughout this case study is Gardner’s emphasis on childhood 

(birth to 18 years) in developing creative intelligence potentials.  Since this is a complex 
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terrain, I offer the thoughts of physician and biologist, Lewis Thomas, on the importance 

of respecting children, “even standing in awe of them.”  

 The long period of childhood is not just a time of fragile immaturity and 
vulnerability, not just a phase of development to be got through before the real 
show of humanity emerges onstage.  It is the time when the human brain can set 
to work on language, on taste, on poetry and music, with centers at its disposal 
that may not be available later on in life.  If we did not have childhood, and were 
able somehow to jump catlike from infancy to adulthood, I doubt very much that 
we would turn out human.”  (1995 p.90) 

 
This awe that Thomas finds so mysterious affirms the emerging theme of this case 

study, Child of the Holy People.   Creative capital that the master creative person will 

return to is warehoused in the secrets of childhood and in those crystallizing experiences 

that stimulate the imagination and develop a romance, or a passion for an idea, or a 

question to pursue into the mature years.   

What concerns Lewis Thomas, however, is the society’s educational neglect 

“amounting to abuse, of the minds of very small children, throughout the years of early 

childhood and long before kindergarten or first grade.”(1995, p.90)   Gardner puts 

enormous emphasis on the importance of the early years: “If in early life, children have 

the opportunity to discover much about their world and to do so in a comfortable, 

exploring way, they will accumulate invaluable ‘capital of creativity,’ on which they can 

draw on in later life.” (1993 p. 31)    Good social policy supports this developmental and 

humane reality.  

Randy Pausch (2008) the computer science guru at Carnegie Mellon was asked to 

give the prestigious Last Lecture in the twilight days of his young career (he suffered 

from terminal cancer).  He delayed announcing his topic until finally he had an epiphany 
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in the waiting room of the hospital and named his lecture: “Really Achieving Your 

Childhood Dreams.” (2008 p.10) This very popular lecture published on the internet 

underscores the importance of childhood as a locus for creativity providing the wonder 

and curiosity that fuels mature efforts.    

 

Childhood Nature Deficit 

The emerging theme, Sacred Geography, illustrates how geography and 

particularly a geography invested with the sacred is an important teacher to the 

Indigenous person. Although geography or encounters with Nature were noted by 

Gardner in his study, it was not developed as essential to his case study subjects.  

A sacred geography may well be essential to not only the Indigenous creative 

person, but also the broader population of American creative students.  Research is being 

initiated in a new perception of an abnormality in America’s youth, named “Childhood 

Nature Deficit.” (Lluov, 2007)  Lluov criticizes the influence that technology has on 

childhood.  He notes that the tyranny of technology in a young American’s imagination 

counters the natural inclinations of children to relate to nature.   

This observation is confirmed by Lewis Thomas who writes: “I believe we’ve lost 

sight of, lost track of, lost touch with, and to some almost measurable degree lost respect 

for nature in recent years, certainly during the last years of this regrettable century.” 

(1995, p 95)   Thomas notes that modern man’s habitual thinking about taking over the 

earth “as though it was part farm, part park, part zoo, and domesticate it” and still believe 

that we can survive as a species “is not simply wrong, it is a piece of stupidity on the 
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grandest scale.” (Ibid p. 122) A Childhood Nature Deficit may be alarmingly manifested 

in the American youth, but, as Thomas has noted it has been a prepositioned idea in the 

ancestors of those youth.  Holding land sacred has not been inculcated in the national 

identity and is in contrast to Indigenous sensitivities as presented by the Personhood 

Model of Holm, Thomas and Deloria (2003) 

An example that Native American scholars accord as sacred to Americans 

because it inspires the individual is the Lincoln Memorial in Washington, D.C. (DeLoria, 

1999 p. 272)  DeLoria recommends that “Every society needs these kinds of sacred 

places because they help to instill a sense of social cohesion in the people and remind 

them of the passage of generations that have brought them to the present. A society that 

cannot remember and honor its past is in peril of losing its soul.” (1999, P. 272)   

Deloria further writes about how the actions of that place of experience become 

part of the essence of an individual.  This deep activity of awareness of an essence is 

what Ray has reported; it that maintains his spirit when encountering the modern world.  

This essence is what modern children may never know. 

 

Teacher Education for the Sacred Geography 

More investigation of the effect of environment, geography, and the sacred place 

should be promoted.  The world concern about the planet Earth is more than just a 

physical reality but, a concern for the essence of a creative individual. Techniques that 

invite our children into the world of Nature with respect and awe need to be developed 

for teacher in pre-service training and in on-going staff development.  Innovative 
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pedagogy developed outside of education in institutions with histories connecting with 

Nature like the Caduto/ Bruchac  Keepers of the Earth  series (1989), education 

departments of the Chicago Botanic Gardens and the American Audubon Society, and the 

scholars of American Indian Studies programs should become collaborative partners in 

developing the proper “attitude” and “process” for engaging the natural world. 

Indeed, Cajete (2005)  then links culture of the universe with his understanding 

that “nature determined culture”: “In turn, perceptions of the cycles of nature, behavior of 

animals, growth of plants, and interdependence of all things in nature determined culture, 

that is, ethics, morals, religious expression, politics, and economics.”  The emerging 

theme of this research Sacred Geography substantiates these observations and 

underscores the imminent importance of countering a nature deficit in the American 

youth.  

 

Storytelling: a Bridge to Scientific Concepts and Creativity 

 “The problem of Indian traditions is that hardly any open-minded scientist has 

heard them, and even fewer number know how to listen to Indian elders, catch the 

nuances of meaning, and be prepared to elicit the proper information from the story.” 

writes American Indian philosopher, Vine Deloria Jr. (1996 p.102)   This is Deloria’s 

lament as he proceeds to identify several scientific issues tangential to American Indian 

stories in his essay At the Beginning.  Noted educator and storyteller Joseph Bruchac has 

linked Indigenous American stories to science in a series of books for school children.  

He has picked up the gauntlet thrown by Vine Deloria Jr. to encourage “the next 
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generation of scholars, Indian and non-Indian [to] force open any breaches I may have 

identified in the wall of scientific orthodoxy and make honest people out of scientists 

who are now afraid to publish their true beliefs and thoughts out of concern for peer 

conformity.” (Ibid p. 102)  

Bruchac (1996) in his examination of the “roots of survival” of Indigenous people 

of this continent, notes that it is storytelling and sacred knowledge that have maintained 

the Indigenous culture through a 500 year history of contact.  When Ray, began his 

storytelling through dance of the Dineh deity, Changing Woman he embarked upon a 

sacred path.  Bruchac notes that storytelling has the dual purpose of entertaining and 

educating but “As I’ve grown older, I’ve also learned that our stories frequently (if not 

always) have a third purpose.  That purpose is to heal.”     

Bruchac, an elder storyteller provides us with something more, the dark side: “I 

have also learned that stories may have the power to destroy.  If told wrongly, if told with 

evil intent, stories can confuse the minds and spirits of those who hear them.  Some of the 

popular stories of the American frontier in which bloodthirsty Indians are killed as if they 

were vermin or the tales told in the pre-Civil War South of lazy and ignorant African 

slaves are strikingly similar to the Nazi portrayal of the Jews.” (1996, Introduction) 

Storytelling is the sacred business of entertaining, educating, healing and destroying.  

 “If told wrongly, if told with evil intent” cautions Bruchac, there is destruction.   Deloria 

has attempted many times to bridge over these destructive scenarios to discover the truth.  

As Bruchac notes, “there was no word in any American Indian language for ‘ecology,’ 
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yet the stories point us again and again to the conclusion that living in ecological balance 

was the desired goal of most, if not all, Native cultures.” (Ibid)  The edge of the world is 

balanced on the right understanding of the ecological stories of Indigenous peoples. 

Momaday writes of the Oral Tradition as “a highly developed realization of 

language.  In certain ways it is superior to the written tradition.  In the oral tradition 

words are sacred; they are intrinsically powerful and beautiful.”(1999 P. 104)   He 

underscores Bruchac essentials of the Oral tradition when he states: “One stands for his 

word; his word stands for him.  The oral tradition demands the greatest clarity of speech 

and hearing, the whole strength of memory, and an absolute faith in the efficacy of 

language.” (Ibid)   This oral tradition devise is the tool Ray employed in answering many 

of the interview questions and in his written extensions.  

 

Do We Really Want Eagles, Creative Students? 
 

“Creative five year olds loose much of their curiosity by the time they reach nine 

or ten.” (Shaklee, 1988)  Yes, I have been witness to this incredible statement in my work 

with teachers.   The environment of school takes a toll on creativity.  Two factors are 

prominent in this research: developmental social factors and school affective environment 

dependent on teachers. (Torrance, 1981) However, Torrance established research that 

fourth grade classrooms, (children ages 8 and 9), with creative teachers showed no drops 

in creativity.  There is further evidence that “if one accepts the premise that all children 

are born creative, with an affinity for exploration, investigation and imagination, it 

appears that crucial time in the encouragement of creative thinking is when the child 



238 

 

begins formal schooling.” (Lowenfeld and Brittain, 1987)  Torrance pinpointed “creative 

teachers” as the key in maintaining creativity through the schooling experience; creative 

teachers provided the mental and physical environment for exploration, investigation and 

imagination.  

 

Praxis: Technical Training for Teachers in Creativity  

My privilege since 2001 has been to consult with a public school teacher in a bi-

lingual, bi-cultural “low performance” school in the American Southwest.  The teacher 

was using the Montessori Method as a subversive teaching tool and he needed a 

Montessori consultant to validate his teaching. I volunteered.  During my seven years of 

volunteer consulting, I witnessed several groups of children graduate from the class 

beginning with tests scores at baseline and finishing with the expectation of being placed 

in Gifted & Talented classes in the schools. (Valdez, personal conversation)   

This teacher had an expectation for his K to 2nd grade students for creative, 

intelligent thinking.  As a teacher he had training that exemplifies what Alfred North 

Whitehead (1968) calls technical education – meaning that theory is related to the 

practice wherein a technique is developed supported by developmental science. 

(Montessori 1967) 

 Teacher training in creativity studies is most important.  I have often heard the 

complaint by teachers that they are not creative and this inhibits them in pursuing 

pedagogy for creativity – they have no self confidence in their own creative thinking.  

The modern resources of art books, classical dance videos, internet resources, field trips 
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and human resources are the aides to these “inhibited” teachers.  Techniques should be 

taught together with theories so that the teacher has a springboard skill that can initiate 

the “romance” of an idea to a student:   

Status quo approaches to educational curriculum need re-visioning.  The 
traditional approach practiced in much pre-service teacher education is to separate 
content and methods.  These tend to be learned in fragments from the outside in, 
and usually from a textbook.  The teacher is traditionally conceptualized as a 
technician.  The problem with this approach is that educators do not have the 
hands-on experience of knowing what it is like to think like a historian, social 
scientist, mathematician, ecologist, musician, dancer, or artist.  
(Rossi, 1997 p. 318) 

 
 Rossi echoes the basic premise of Multiple Intelligence theory that examines 

intelligence in the arena of the multiple literacies of specific domains as when Ray was 

examined and evaluated for his ability to understand a particular period of dance history 

through his reconstruction of a period dance (Chapter 7) in his college Dance History 

course.  Teachers may not have to be as capable and creative as Ray, but they should 

know of his work and provide it has an example of bodily-kinesthetic, spatial and intra-

personal expression as well as a window into a culture. 

 

Springboard Skills in Creativity 

The teacher should develop several springboard skills in several intelligence 

domains to accommodate diversity of gifts.  A springboard skill might be the ability to 

trace an accurate drawing of a bird in an environment.  The teacher may not be confident 

of their  free hand drawing capability, but can show the child who might have that spatial 

intelligence a technique that can springboard him/her towards free drawing through a 

scientific technique.  
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Spatial intelligence is a domain that contemporary teachers are best poised to 

encounter success in preparation given that kindergarten and Head Start programs are 

replete with spatial tools, manipulatives and games.  The teacher can be given advanced 

preparation and knowledge of resources that will promote spatial intelligence as 

expressed in engineering, architecture, art expressions, choreography, astronomy and 

physics all valued in American society. 

 

Navajo/Hopi Modes of Learning 

 A 1990 study in learning styles in Navajo and Hopi learners by researcher  

Robert W. Rhodes discovered that for the majority of the students had a learning style 

mismatch with the education that they were receiving: “Schools are generally concerned 

with linear presentation of materials in passive rather than active format and in “scope 

and sequence” as an important concept in curriculum development.” (p.36) “While the 

students indicated that they acquire new information through ‘concrete experience’ rather 

than through abstract conceptualization. The schools, though, tend to utilize textbooks 

and lecture to develop abstract conceptualization.  The concrete, wholistic, feeling 

aspects of curriculum are minimized.”  The recommendation of this study was to promote 

modification of the methods, or pedagogy used to deliver education.  They discovered the 

teaching style reflected the dominant culture, therefore a mismatch to their students.  

 “If properly informed and motivated,” the author believes, teacher can and do 

adapt to the learning styles of their students. (1990)  This study reflects the cognitive 

processes that Ray employed in his acquisition of knowledge and development of his 
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creativity.  He was fortunate to have teachers and colleagues who also worked in the 

spatial domain and had a teaching style that was concrete, holistic and culturally 

sympathetic.   

 

Avoiding Mediocrity  

 The dominance of concrete and holistic modes of acquiring knowledge is 

antithesis to the dominate delivery of education in the American system.  Psychologist 

Alfred W. Munzert, writes in his essay Brain Function: Intelligence and Creativity that 

“We live in a left-brain society, and nowhere is this more emphasized than in the 

schools.” (1991, P. 43)  He notes that schools are oriented in their curriculum and 

delivery as well as their tests to a left brain function of language, logic, seriation and 

general convergent thinking processes.  These are opposite to the processes revealed in 

the Navajo/Hopi research as well as this investigation.  Ray repeatedly refers to his 

intrigue to know the whole of something like his autodidactic research of the whole of 

Martha Graham’s life and work.   

 The orientation of schools to this convergent thinking process has a dulling effect 

not only “On the youngsters who learn and express themselves through the creative, 

spatial, visual, physical, and holistic processes but also to the those left-brain thinkers 

who have a large region of mental and physical functioning which goes undeveloped and 

unchallenged due to lack of exercise and practice.” (Ibid)  Munzert’s research agrees with 

the Dineh/Navajo philosophical idea of hozhoni  that occupy much of Ray’s quest at the 
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university.  Munzert notes that a good balance must be developed and maintained for 

individuals to function with creativity and intelligence.   

Because the orientation of schools has been so imbalanced, the result has been a 

high drop-out rate and of that rate “50% of high school dropouts in the gifted & talented 

range.” (Ibid 46)   The remedy is the return to hozhoni for the Indigenous American 

student and the acquisition of this balance by mainstream schools.   

 

Eagle Flight – An Indigenous Consilience  

A synthesis is necessary for education to get beyond the doldrums of mediocrity.  

Indigenous philosopher and educator, Vine Deloria, Jr. writes of the need to synthesize  

emotion and logic: “This synthesis is necessary if we are to make sense of the world and 

our experience.” (1999, p 51)  Deloria further notes that respect for the world and 

ourselves involves two attitudes: “acceptance of self-discipline by humans and their 

communities to act responsibly toward other forms of life and the other attitude is to seek 

to establish communications and covenants with other forms of life on a mutually 

agreeable basis.” (Ibid)  Deloria is looking beyond making a covenant with humanity, he 

seeks a broader consilience, a unity of knowledge. 

The biologist/philosopher, E.O. Wilson, in his adventurous intellectual book, 

Consilience, the Unity of Knowledge , investigates the symbiosis and synergistic of a 

cooperative world that echoes DeLoria’s requirement self-discipline and responsibility to 

bring together emotion and logic, where kindness is the cement of life.  E.O. Wilson 

explains:  
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The Arts, while creating order and meaning from the seeming chaos of 
daily existence, also nourish our craving for the mystical.  We are drawn to the 
shadowy forms that drift in and out of the subconscious. We dream of the 
insoluble, of unattainably distant places and times. Why should we so love the 
unknown? The reason may be the Paleolithic environment in which the brain 
evolved.  In our emotions, I believe, we are still there.  As a naturalist, I use an 
explicit geographic imagery in reveries of this formative world. (1998 p.232) 

 
E.O. Wilson exclaims that as “a naturalist” he will now enter a world of “shadowy 

forms” and drift and dream and desire to be in distant places and times. The mystical 

world that he speaks of now has a place in creative intelligence and always had a world in 

Indigenous philosophy.  He will allow his mind to wander as poet James Agee wrote in 

his homage to summer nights:  “Wandering far alone/With shadows on the stars.”   

E.O. Wilson finds a consilience, a unity of knowledge in the world.  He would 

find that he would pray with the American Indigenous person to and with “All my 

Relations.”   He would not be alone in this pursuit of wandering and creating shadows on 

the stars.  

 

Fruitful Asynchronicity – A Revolutionary Praxis 

 Teachers should study the psychological concept of fruitful asynchronicity as a 

valuable tool in understanding the activity of creativity in their students.  This concept 

separates the romance of a student for a subject or an idea from the burden of western 

psychology’s history of condemning creativity to the edges of an unbalanced mind. 

(Chapter 6)  Rather, teachers will be aware of the attributes of creative persons and how it 

may be expressed within different cultures.  
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Indigenous practice of interweaving creativity into the normative expression of 

individuals, even claiming creativity as a birthright provides a more promising 

expectation for providing and promoting creative intelligence.  This Indigenous 

definition and life practice supports Gardner’s emerging theme, fruitful asyschronicity  

with the proviso that the process and product of creativity have a virtuous responsibility 

upon the creative individual.   

 

Elders’ Research and Resource 

 This explorative case study research has been enriched with the wisdom of elders 

beginning with the stories and quotes provided by Ray about his grandmother and her 

wisdom and advise that he maintains in his heart and head as he proceeds in his creativity 

trajectory.  Ray also has continuing association with his mentor in the Dance Division.  

As the researcher for this project, I am also a senior colleague with experience in the 

creativity domain that Ray is aspiring.  Ray reflected his Dineh culture showing respect 

and admiration for elders in all these associations.  Czitsentmihalyi (1997) provides a 

section in his research specifically for the influence of elders as mentors to developing 

creative artists.  

 An implication of this investigation is the value of a elder researcher that had 

accomplishments in the same domain as the research (western art dance in this study) and 

remains active in the domain community.  There is subjectivity bias to be sure in all 

research, qualitative as well as quantitative.  However, there might be a value in 

perception when the researcher is at the culmination of a body of knowledge than at its 



245 

 

threshold.  Alfred North Whitehead in his dialogues with Lucien Price over a period of 

twelve years is asked about the capacity of thinking in the elder period and responds that 

“although a man may not think of anything new after he is sixty, he often finds new ways 

to use what he already knows.” (1954 p. 318)   

 Ray, in his last interview session wished to provide his insights as to the value of 

the experience of working with an elder scholar and he does so by speaking about the 

great Russian ballet dancer Rudolph Nureyev as he is receiving instruction from an 

“older lady." 

Ray:  When I met you and realized your knowledge on technique and the use of the arms and the 

torso - just that, you know, teaching me. I needed that kind of coaching and that's what made me 

ask you. What made me do that is this picture I saw of Nureyev being coached by this older 

teacher, this little old lady. There is a scene where she is sitting here and the mirror is right there in 

the studio and his leg is up.  And he is holding his leg.  He is stretching it a la seconde. He's just 

smiling in the mirror. I guess, because he realized that he’s got his flexibility going for him. Maybe 

he's just joyous because of that or he's joyous because he's just having a good day.  

 

There was just something about that picture. She was there like that, his teacher. She was in a little 

gesture like kind of smiling. She was kind of clapping and the camera caught her at that moment: 

the hands are split.  She might have been going like that because he as able to get up his leg. 

Maybe he was struggling with confidence, you know? Just that thought ran through my mind. I 

need coaching, I think.  

I don't know why dancers need coaching or they or it happens when they are seen or they either 
ask for it; I just had to ask. I was glad I did it, that I asked you. 

(DCM/Ray,  May 1998, Tucson AZ) 

 

Ray shows his appreciation for the opportunity to work with an elder associate in 

his domain of western dance by using his storytelling cultural devise.  His sincerity is 

evident and reflects the Dineh respect and gratitude for elders and their wisdom.     
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Value Resonant Education 

In much of the history of Gifted education the emphasis has been in the 

development of intelligence and not virtue.  Only recently have prominent 

educators in the field emphasized virtue, the development of altruism, and the 

necessity of cooperation among the species and the biosphere (Renzulli 2003).   

Ray is very mindful throughout his interviews about considerations he 

provides to people and things e.g. the care he gives to the unused stage set piece, the 

limb of a tree. The tree limb is not placed in the rubbish heap but returned to a 

desert wash.  This act alone is a signifier of a gifted individual in Indigenous 

philosophy.  It is explained by Vine Deloria, Jr., as a different act of imagination for 

living a life:   

Instead of the predatory jungle that the Anglo-Saxon imagination 
conjures up to analogize life, it which the most powerful swallows up the 
weak and unprotected, life is better understood as a tapestry or a symphony 
in which each player has a specific part or role to play.  We must be in our 
proper place and we must play our role at the appropriate moment. Mutual 
respect in many ways is a function of a strong sense of personal and 
communal identity, and it is significant that most of the tribes described 
themselves as “the people” a distinct group with clearly defined values and 
patterns of behavior. (2001)  

 
Interdisciplinary sciences point to the necessity of imitating symbiosis in Nature 

or what in social science is called cooperation.  Gifted education should be at the 

forefront in the development of methods and curriculum to lead in this responsible future.  

Gandhi, the only non-westerner of Gardner’s creative masters, provides a different 

cultural orientation that enabled him to succeed in his non-violence activity.  Gandhi thus   

affected the world with non-violent protest and policy, and in the United States, his work 
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became the touchstone for the American Civil Rights Movement.  Gifted education 

should pioneer a value resonant curriculum and the review of American Indian 

philosophers, poets, artists and educators some of whom have offered wisdom in these 

pages are ready resources for this important work.   

Gardner has a concern for character, “the relationship between intelligence and 

what I will call virtue-those qualities that we admire and wish to hold up as examples for 

our children.” (1999, p. 76)  He notes that to assess character or the virtuous individual, 

we will be “more likely to rely on overall judgments by experts than on any putative test 

battery.”  The better aid in developing a gifted student with the attendant cultural virtue is 

the example of “people who succeed in exemplifying two or more cardinal human 

virtues.”  These individuals are the “distant mentors” to gifted students: “Niels Bohr, 

George C. Marshall, Rachel Carson, Arthur Ashe, Louis Armstrong, Pablo Casals, Ella 

Fitzgerald.” (Ibid)   

 

Creativity and Intelligence Serendipity 

 Alfred North Whitehead’s educational views are respected by Indigenous scholar 

Vine Deloria, Jr., and, intelligence and creativity researcher, Howard Gardner.  It seems a 

serendipitous coincidence that these two scholars from such differing cultural 

backgrounds and life experience would find a touchstone in the philosophy of the British 

scholar, Alfred North Whitehead.  The Indigenous thinking would not find this accidental 

but would value it as providential just as Ray viewed Martha Graham’s romance with his 

native geography as providential.  DeLoria admires Whitehead’s thoughts about ideas 
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(Adventure of Ideas) and Gardner admiringly refers to Whitehead’s Aims in Education in 

his re-examination of his Multiple Intelligence theory in Intelligence Reframed (1999).   

In his twilight days of 1948, Whitehead spoke of mankind’s future journey in 

expressing the highest activity of a human being, creativity that Deloria and Gardner 

might ponder with mutual appreciation: 

This creative principle is everywhere, in animate and so-called 
inanimate matter, in the ether, water, earth, human hearts.  But this creation 
is a continuing process, and the process is itself the actuality since no sooner 
do you arrive than you start on a fresh journey.  Insofar as man partakes of 
this creative process does he partake of the divine, of God and that 
participation is his immortality, reducing the question of whether his 
individuality survives death of the body to the estate of an irrelevancy.  His 
true destiny as co-creator in the universe is his dignity and his grandeur. 
(Price 1954 p.370-371) 
 

The design of this case study research, an inductive explorative study based on 

meta-cognitive interviews and creativity notebooks is recommended for duplication with 

other case study subjects having similar profiles.  The many emerging themes discovered 

through this research is an example of what a similar study of a minority perspective 

might offer to the field. 

 

Implications: Revolutionary and Evolutionary Markers  

The implications of research in Multiple Intelligence theory as it is applied to 

creativity and culture are evolutionary and revolutionary.  Revolutionary implications 

involve the need to support the character development in the gifted individual and to avail 

a value resonance education to support the future reality of cooperation and symbiosis 
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with the Earth and “all our relations.”  The evolutionary implications are the 

reaffirmation of good praxis in early childhood education, the importance of guiding 

mentors, the integration of elder guidance and distant mentors and the role of a 

“communitas” in the development of confidence and sustained effort in creativity.    

Overarching both vectors is the social responsibility of society to provide the third 

element for Gardner’s talent actualization, opportunity: the opportunities for 

experimentation, discovery and expression through monetary, material, and empathetic 

support.  

 Ray was asked what his expectations were after his graduation in envisioning 

himself as a creative artist and might that envisioning include returning to the Navajo 

reservation.  He pondered and slowly in his quiet voice replied first about his visions 

concerning his artistic future relationship with the Navajo Reservation community and 

then spoke of the visions he had for himself:   

[About the reservation], I have to wait and see on that.   (long pause) 
At one point I was laying in bed one time – I envisioned a company on the Rez.   
I envisioned it by some vast, huge mountain, well not a mountain – something large, 
beautiful and majestic, kind of like a protector there for the company.   
 
So it must be and you know, I’m not talking something that isn’t holy. 
 
But so involved and that’s what I saw myself doing one time – flashes in your mind of like 
legs in the air – people at the barre doing  - like a vision – teaching them, you know.  It’s 
good to have something – a vision in your mind. 
 
And it will pop up sometimes for me – these visions popped up at the right  moments.  I kind 
of probably preconceived them before the actual situations I’ve been in.  The situations 
became.  Then those thoughts sprung up at that moment.  
 
It kind of happened in the Changing Women [dance work].  It worked out in that sense – I 
had these visions before, these little thoughts, these little pictures in my mind and then at 
the moment of execution – the time I began rehearsals those visions came out here and 
there in certain parts of the dance.  
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So, it comes along for me. 
 
I don’t know if it will keep doing that because I don’t – I don’t plan it that way.  It just, umhm, 
it stimulatingly comes.  It really didn’t come out when I was herding sheep or it wasn’t there 
in the midst of training the horse, but it was . . .  (DCM/Ray May 1998, Tucson, Az.) 

 
 Ray finishes his thoughts on creativity and then he evoked the words of his distant 

mentor, Martha Graham concerning his destiny:     

“Creating works representing, you know, whatever aspects I can dig up from my roots. 
To bring forth to review and to share with you know the new generations evolving from my 
people - young people - and ah, you know if no one is going to do it through dance, I , I, 
have been chosen to.  
 
You know, Graham always said, the artist is the chosen one.  And I'm not trying to be 
selfish or the center of attention here but you know . . .  

  

 
Ray’s remarks about his destiny are finished with an exhaled breath and a 

portentous silence. 
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APPENDIX A:  INTERVIEW QUESTIONS 

 
SUBJECT: Ray 
 
INTERVIEWEE: Ray 
 
INTERVIEWER: Dorothy Clare Massalski 

 
 
Interview Questions for RAY 
Ray collaborated in creating these interview questions.  He therefore was 
aware of the scope and sequence of the board parameters of the interviews.  
  
RAY Questions – broad conversational  
 
Please share some of your experiences and feelings as you developed your 
Senior Project, The Reign of Changing Woman. 
 
Looking at all the courses you have taken in the Dance Division which have 
stimulated you and why? 

 
Which professors have stimulated you and why? 
 
Looking at all the courses you have taken in the general university program, 
which have stimulated you and why? 

 
Which professors have stimulated you and why? 
 
Why did you embrace fine arts study at the University? 
 
 
QUESTION ABOUT LEARNING 
 
How would you describe your ways of learning and thinking? 
 
 
 
 
 
 
  How have you perceived your learning style in acquiring knowledge in 
dance? 
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• in other academic studiesd 

 
• in personal life experiences 

 
Do you recognize a pattern of learning?   
 
Can you relate this pattern to your childhood educational experiences? 
 
 What circumstances do you think contributed to your ways of thinking and 
learning? 

• People, both living and passed 
 
• Cultural influences, people, events, school, ceremonies, 

geography, Nature 
 
 What is an example of an insight, that your studies has provided you 
personally  
 

• to your culture 
 

• to another art expression 
 
 
QUESTIONS ABOUT CREATIVITY 
 
 
 How would you describe your creative process?  What experiences have 
you had to support this? 
 
 
How would you compare your working style to that of others working 
towards similar artistic goals?   
 

• Why do you think they are different? 
 

• Why do think they are similar? 
 
 

 What kind of creative atmosphere do you need to work/create in? 
 

 How do you ask for suggestions and accept critiques? 
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 What resources - music, poetry, personality, event - do you think have 
contributed to your creative products? 
 
 In your perception has your cultural background contributed to his creative 
process and products?  How? 
 
 
 
 
POSTLUDE 
 
 
What directions do you think you will take as a creative artist? 
 
 From the experience you have had and the work you have seen other 
people do, how would you rate yourself as a creative artist? 
 
 
 What other things would you like me to know about yourself?* 
*An entire session was devoted to this last question. 
 
 
 
 
************************************************************* 
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