FOURTEEN

Students-at-Work
and the Studio Habits of Mind

dio Habits of Mind during Students-at-Work

sessions. Because Students-at-Work sessions
always involve working with art materials, Develop
Craft: Technique is a central goal. But as mentioned,
this Studio Habit of Mind is rarely taught in isola-
tion. In the individual consults with students, teach-
ers often cluster instruction about a number of Stu-
dio Habits of Mind that help students understand
the connections among habits and how to integrate
them into their working process. Certain clusters of
Studio Habits of Mind occur together frequently in
a single student-teacher interaction. (For instance,
Develop Craft: Technique was often layered with

e, Envision, and Reflect: Question and Ex-
plain, and Evaluate).

Teachers may emphasize any or all of the Stu-

STUDIOS HABITS OF MIND
ARE TAUGHT IN CLUSTERS

The W0 examples that follow show how teachers,
<Ing on their goals, emphasize differing clus-
lio Habits in their interactions with stq—

trimming a pot can become a vehicle for students to
develop the disposition to think with a wide range of
Studio Habits of Mind. Two students, one advanced,
one a beginner, are having technical problems with
trimming. Jason asks questions that help them ver-
balize their technical difficulties and see what in their
working process led to these difficulties. He patiently
demonstrates techniques, observes the students, and
guides their hands as they try techniques. He looks
with them at other finished pieces to get ideas for
successfully solving their own problems. When a be-
ginning student is discouraged and wants to destroy
the pieces she has built, Jason encourages her not to
be too hasty in her evaluation, and to Stretch and Ex-
plore in her Envisioning of the possibilities:

You should save a lot of your stuff even if you
think it’s not working right now, because since
these vases are going to be put together out of
different parts, you might be able to use a lot of
the parts . . . even if it doesn’t come out exactly
the way you want it. It might not matter because
you might cut it up and use it a whole new way.

Jason thus helps these students Engage and Per-
o brkptsiley are finding very difficult. He
ges them to keep trying and as-
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AP 1Q -
e b oy
s heel. So it’s easy to look
argund and see that everyone’s makingl really tall
thmgs.ﬂnd you're not rigi‘lt now, but don’t worry
f‘k‘f‘l!t it. Its still really early in the trimester sO :
just keep practicing, and it'll come along OK.

her\l\ﬁino?l;li?“\'ta'ntced ‘st.udent feels .frustrated with
visions, he c:ncm?n?:f ll“\e\e th? dehcaFe 11]3 xa il
s et gt ag : ne 1 saying she ]us.t needs to
e = § (‘\\’\lht_, her the precise skills neces-
e ]ool\i‘n: ‘ﬂ'lz‘l‘ es j\‘urc to spend some time with
b \~tre;ytt[\‘“ her ot.h%\r work, pointing out its
i ti“\h‘ heis, hs, and. praising her on her progress so

’ S ping her Engage and Persist.

t»\s these two students wrestle with trimming
their vessels, Jason works with them to solve techni-
cal problems and thus Develop Craft. He also en-
courages them to look closely at their work and his
demonstrations (Observe), consider their progress
.(Reﬂect: Question and Explain, and Evaluate), imag-
ine new possibilities (Envision), move beyond their
current capabilities (Stretch and Explore), and stick
with it through difficulties (Engage and Persist).

CONNECTING WORLDS:

SecreT RiTtuaL VEsseLs PRoJECT (ExampLE 14.2)

During her Secret Ritual Vessels Project in the
middle of her second-semester course for 9th-grad-

Studio Thinking: The Real Benefits of Visual A

rts Education

links between students’ own work and artworg
produced throughout other times and cultures ( %ei
also Examples 4.1 and 12.2). This class buﬂds "
lier field trips to the nearby Museum of Fine Ay
Beth often provides packets of articles, images, ané
information that explore artists, mythologies, or rej;.
gious cultures. She wants her Stt._ldents to find Jin =
between their works and those of recognized artigg
Beth also wants her students to be able to articy,
nd their work—the process they,

late the thought behi o
went through in creating the wo rk, the decisions they,

made, and the relationship of the work to values of
at they understand (Reflect: Questigy
uate). It is not uncommon foy
students to spend part of the class thinking abou 5
certain type of art, making written and/or drawn
notes, and writing in their journals. Articulation is of
particular importance to Beth in working with: thig
urban populan’or\, and she sees it as a central skill tg
help these students gain recognition in the broader
art world. In this class, the Students-at-Work sessigp
is followed by a critique, where students look at each
other’s vessels set out on tables for display, write
their observations about each vessel, and guess the
type of “secret assignment” for one vessel.

As the Students-at-Work session starts, Beth di-
rects energy to getting students excited about the
projecs. be SRS signed secret vessel

subcultures th
and Explain, and Eval
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- moving its contents easier. To a gty.
woul ";dng a very small vessel, she reminds her,
dent maber this is for a human, not a mouse, It's go
" i y it
gee if you can actually use it, ‘cauge
ut try to
cute. B

glove for you to have something that you can ac-
ll

# (Envision). ,
mfz :tsuedentﬁ move further along in the d«\r(.](,},,

{ of their form, Beth works with them to think
pout what ﬁht‘y are llhlkill}{ (Reflect: Question and
Ex lain). She talks with them about the strengths
ang weaknesses of their pieces. For instance, she
ells one student, “You've got a solid form and an
amazing idea. What | wunldv say now is deal with
craftsmanship. Try to make it clean, perfect, beau-
tiful, solid.” She also challenges students to think
about what their vessel will communicate to others
(Express). For a student who is making a water bowl
for a cat, Beth asks, “How do we know that this isn’t
o feed a big cat?” The student thinks and asks if she
could write the word “bath” on it. Beth challenges
her, “See if you can do it without words” (Stretch
and Explore). With this assignment, and in each of
these brief interactions, Beth reiterates the challenge
to make an object’s form express its use, a key artis-
tic concept in ceramics. This project challenges stu-
dents to move beyond their usual concepts of ves-
selsand their uses (Stretch and Explore, Understand
the Art World: Domain).

INDIVIDUALIZING DURING
STUDENTS-AT-WORK SESSIONS

The examples from Jason and Beth show how
" goals for a given class or assignment
Permeate the casual, impromptu interactions dur-
: ts-at-Work sessions. However, another
‘aspect of the Students-at-Work structure
teachers to differentiate instruction
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ol ¢ o eme; ter Of dra in ex eri i i
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, d drawing from
:Itgttlre and from still life, With this foundagtion Jirtr?:
cradents are ready to move on to abstract drawing,

aiitpy h;q‘il: t?ngrlenceg of hlS students and then
e qttlxder;t nstruction to'mdmdual needs during
t5-at-Work sessions,
» ’t"if‘y I lm‘has set up a massive tower of twisted
aper strgtchlng from ceiling to floor with lighting
accentuating the abstract forms present in this still
life. Students have positioned their easels around
the structure, and, charcoal in hand, they prepare to
draw. As they look at the still life and begin to set
‘up their compositions, Jim tells the students to think
i terms of dark and light shapes on the paper and
says, “You can’t look at it and getit wrong . . . so feel
atease.” Over the next 3 hours, students draw mul-
tiple studies on newsprint. Ultimately, each chooses
one of his or her sketches to develop into a larger
finished drawing,

Over the course of this working session, Jim
brings the class together several times for Critiques.
He punctuates the Students-at-Work sessions with
mini-Demonstration-Lectures about how to ob-
serve and draw shapes and the still life. Jim balances
the need to develop less-experienced students” ob-
servational skills and techniques with challenging
students with stronger backgrounds in drawing to
enhance their more developed skills.

Jim has designed a project that will accommo-
date this wide range of learners. Considering their
drawing experiences from the first semester and the
technical skills they developed, he now wants to
challenge students to explore the concept of abstrac-

 tion—a concept that Jim recognizes may be difficult

for his students. In an interview, he tells us:

Abstract art, to a lot of people, is sort of fringe
and something that eccentrics and intellectuals
~ talk about. I mean, these are stereotypes about,
~caricatures of it. And I'm not saying to them that
T ad it all myself, you know. Or that I
... But I want them to know that it
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The large still life in the center of the room is not
an uncommon set-up in Jim’s class. Observing a still
life, choosing compositions from different points in
the room, creating multiple sketches with various
materials, and working toward a more finished piece
over the course of several weeks are all familiar ac-
tivities by this point in the year. Jim deliberately de-
cided to design an assignment similar in scope and
feel to the representational drawing with which stu-
dents had become comfortable earlier in the semes-
ter. He wants students to see the link between repre-
sentational and abstract drawing. Briefly explaining
that abstraction is an important art world concept
(students are well aware of this but hesitant none-
theless), Jim gently encourages students to do what
they always do when looking at a still life. “Draw
what you see,” he tells them. By now this phrase is
a familiar mantra in the class, so students can easily
prepare for this otherwise novel task of observing
and trying to make sense of the crumpled paper still
life. Over the course of the afternoon, students begin
to see connections to the drawings they made earlier
in the year: They see that they are still working with
shapes and lines and value.

Helping students build a bridge between repre-
sentational drawing and abstraction is the primary
goal of the class. However, Jim adjusts how he talks
to students according to their individual needs. In
what follows, Jim works with two beginning stu-
dents, one who is struggling with the assignment,
and one who has more confidence, excitement, and
skills.

At five separate times throughout the working
session, Jim consults with a 9th-grader new to the
school who has limited English skills. About a half
hour into the class, Jim notices that this student’s
page is sparse and that he looks confused. Jim takes
the student aside and spreads another student’s
work out on the floor. He asks the student to ob-
serve the series of sketches and notice how each
drawing is different. By looking at the work, the stu-
dent could see how his peer deliberately changed

the way she thought about each drawing, purposely
different lines and patterns each time. During
tique, Jim not only supports the begin-
in overcoming his initial obstacles with
 (Engage and Persist), but also helps
rational habits (Observe). Most
‘the example of a peer’s success,
tudent to move beyond his cur-
iew ways of seeing the still life
). As Jim explains to us later:

[ want him to throw himself into the act of
drawing. Have fun with it. He really needs

to loosen up and really put forms d‘own and
manipulate them on the page, and in a pig
bold way. So I'm always trying to get him to dq
that, because he doesn’t. He’s always watching
himself. There are all the other kids in the room,
And he doesn’t have as much experience. . . ,
But what I was really doing there was showing
him an example of a kid from the previous

day who I would say is in a somewhat similar
situation. And I think giving him a real clue to
how to go about it. That helps artistically for
him. And also language, you know, he needs to
see something. So I was trying to explain that in
as simple terms as I could, but I know he didn’t
understand the whole of it. So giving him an
example I thought helped.

A little later, Jim briefly checks in with the stu-
dent again and encourages him to use the view-
finder, a tool for designing compositions that Jim
has frequently employed and discussed in earlier
observational drawing sessions (see Examples 4.3,
5.3, and 9.2). Returning to him later, Jim watches the
student working and notices that he is looking at too
small an area of the paper still life and is not attend-
ing to the larger shapes that would help him make
the bridge between observation and abstraction. He
sits at the student’s drawing easel and demonstrates
looking too closely at the paper and how it keeps
him from seeing the structural forms in the twisted
paper. By explicitly demonstrating both technical
drawing skills and the process of observing, Jim en-
courages the student to develop new habits of look-
ing. By drawing on his sketch and then referring to
the still life, Jim shows the student how to see the
large shapes and learn to improve his own techni-
cal drawing skills (Observe, Reflect, Develop Craft:
Technique).

\ Itfs now halfway through the class, and the be-
ginmng student has made some progress in identi-
fymg and drawing large shapes. In his next consult,
]tﬁ:: Tf‘cl:’“rages him to go even further in pushing

ights ar}d darks by using a kneaded eraser
on his drawing, a new technique for the student
(Stretch and Explore). Jim demonstrates this process
right on the drawing, so the student can see clearly
how fo juxtapose a white surface with a dark black
shading to make the forms on his page look like the

crumpled paper he is trying to draw (Develop Craft
Technique, Observe). . ; .



Smdemvat-Work

- Jast few minutes of the class, Jim (‘nmp]ju
LA N

In .;mdc‘m'»“ work (!‘l\\k‘,\lg\‘ and l'(‘l‘sist) and
some final bits of technical advice, dem.-

. him
!"‘w:t\ins how to use white charcoal to make his
\ﬁ":ﬁt even stronger (Develop Craft; ‘li‘\*hniqu(.,
DI - \
Smm and Explore).

fim works quite k?if‘\‘l'\‘l\“\' with a more confident
pegininer: With the first 5!}1\1(‘11(, lim needed to help
hu}\engdb" with the assignment, use visual tech.
st work around the student’s limited English
nhlﬁig‘ﬂ<)’< develop basic drawing techniques, and
e develop a way of observing the structure of
&.esﬁll life that would hnflp him eventually bridge
1o ideas of abstrc\\‘*_ﬂ“‘v .lhx.\ next student, on the
other hand, starts off excitedly, with a clear plan of
what he wants to do. For his first study, he has dark-
ened his whole page and is using an eraser to depict
where the light falls on the paper. Jim supports this
idea but also encourages him to explore more of the
central ideas of the abstraction in this phase by do-
ing multiple studies rather than focusing so much
on technique:

That's really good. That's a good idea, and it
would be good for you, and I don’t want to
discourage that. But I also don’t want in this
drawing for you to get too much into refining
that technique. I want you to think about how
those shapes relate to the four sides of the paper.
S0 on your next one, let your approach be a little
more with that in mind (Stretch and Explore).

When Jim next returns to this student, he encour-
ages him to explore abstraction further. He tells him
0 depart from drawing strictly what he observes
and become more logical about what he puts on the
Paper. “I think you should proceed almost like it’s a
math problem. Like very logically.” He shows him
he can develop a “system” for thinking about
Which lines should be dark and which should be
gl(&wigm)‘ He gives him some tools to do this.
the S him to develop a plan, such as making all

-‘1 rms darker. When the student seems a

and the Studie Habits of Mind
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Which he discusse i
discugsey one ::::12»,:;"?%“: —— i e
Seems 10 be the one (f 5 rk, he comments that i¢
O it 1athas gone furthest to abstrac-
P wt .}juu no Im?gcr easily connect it to its
e ‘n-'lt”“ ‘t‘ of the still life, He uses the student’s
"Ity o l(-xtl ‘f"“f a atnlral idea of abstract drawing.
Phidissorhy U‘l'( On a piece of paper, and it's a way of

.h‘, "ll.lng’ 4 plece of paper. That's what abstract
art I’H. You're taking references from the world and
you're Organizing them into a two-dimensional
world of your gwn,~ Following this group critiqué
ll?(‘ second student walks up to Jim and talks witl{
him about hig piece, saying that he’s not really
i}:]l;‘:\';;didv:nhf how the lines arg working, mention-
, §1deas for further work, Jim offers suggestions
fmd Supports the student’s ideas. Jim reiterates the
idea that the goal is to explore options, reminding

him “this is just a learning process here” (Stretch
and Explore),

INDIVIDUALIZING FOR MuLTipLE AGENDAS:
CREATING HAT AND VEST Project  (ExampLE 14.4)

While Jim’s example is about individualizing
for a range of experience and ability levels, Kath-
leen Marsh’s story in this Students-at-Work session,
taught near the beginning of her second-semester
class with seniors at the Boston Arts Academy, is one
of a teacher multitasking to keep students on track
with the assignment at hand and to help individual
students with their outside work.

It’s the first day of the final semester for Kath-
leen’s 12th-graders. There’s a lot going on, and Kath-
leen must prepare her students for the final push of
their high school art careers. They are in the process
of applying to colleges and art schools or preparing
for jobs upon graduation. Not only do they need to
have their professional portfolios in order, they also
need to meet their graduation requirements, which
include showing and defending their work in a se-
nior exhibition. The students are somewhat distract-
ed by all these outside events and battling a case of

1 semester “senioritis.”
sPﬁélagﬂ:leeen has much to accomplish in this class
sessio introduces students to the current as-
of a self-portrait wearing a hat and vest
designed and created out of paper.
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Critique and the
Studio Habits of Mind

dio Habit of Mind of Reflect: Question and

Explain and, especially, Evaluate—learning
how to judge what makes one work better or more
effective than another. However, in the Critiques
we observed, learning to evaluate works was only
one of many goals. In every Critique we analyzed,
teachers intended to teach at least five of the Studio
Habits of Mind.

:ritiquesr by their very nature, foster the Stu-

TEACHING STUDIO HABITS
OF MIND THROUGH CRITIQUE

Develop Craft

Looking at students” work collectively often pro-
vides illustrations of how particular techniques can
function differently in different works, which can
help students expand their ideas about craft. In ad-
dition, techniques are often offered as solutions to
that students identify in works. For in-
e of Jim Woodside’s Critiques, he asked
: ‘errors in perspective in their
ot fk?d together m!ﬁgure out

weaite

atiniar e el Te

a drawing to help students identify the potential of a
piece and to get them excited about its possibilities.
Midprocess Critiques can also help students work
through difficulties in a piece, either by identifying
unrecognized strengths in their work, or by offering
specific advice on aspects that they could change. In
Critiques, the current piece is treated as an opportu-
nity for deeper commitment to work and learn. For
instance, Jason tells a student, “The glaze is trans-
parent because you put it on thin. But you can

re-firing that and put the same glaze on thicker.”

Envision

As students stand before their work, they are
encouraged to think about what would have hap-
pened if they had done it another way. For instance,
Kathleen Marsh asks a student to think about how
much white space he intended to leave in his self-
portrait. Jim Woodside asks students to imagine
how one student’s drawing would look if she had
fully drawn the leg rather than leaving it unfinished.
Mickey Telemaque asks students to think of ways a
given photo could heighten its focus on light as the
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Express

Critiques offer an important chance for students
to get some distance and recognize some of the glob-
al properties conveyed in their work that they might
miss while immersed in the process of making. In ad-
dition, Critiques offer a chance for students to hear
how others interpret their work. One of Mickey’s
fiesign students described finding out that while her
intention in a flag design was to celebrate her native
Puerto Rico by showing that it was so “hot,” other
students interpreted it as an image of burning the
Puerto Rican flag. Critiques offer a testing ground
for finding out how one’s work communicates.

Observe

The type of observation most particular to Cri-
tiques is that of observing works in comparison to
one another. During the process of making works,
most of the observation involves students look-
ing carefully at their own work, and in the case of
observational drawing, looking at the relationship
between the work and the referent. In Critiques,
the focus shifts. Generally, observing in Critiques
involves looking at your own work in the context
of pieces created by other students or in relation to
multiple drawings of your own. Teachers often en-
courage specific observational comparisons, such as
when Kathleen asked students to notice what differ-
ent colors contributed to the skin tones in students’
portraits or when Jim asked students to compare the
expressive effects of different types of line quality.

Reflect

Question and Explain. More so than at any
other time in the studio class, reflecting about stu-
dent work is highlighted during Critiques. Teachers
strive to draw students into a discussion that moves
beyond just noting what they like and dislike, and

into observing in the context of particular artistic
~ concepts. Critiques are often framed around a set of
questions, such as when Mickey asked his
hy students, “Why is this a photograph

\Il photographs depend on light; how
éﬁu\'Fh].i_gl'n%raslfsignme.nt] different from
aph?” Another example is when
| students to guess the intended

v students’ clay vessels and
elationship between the

ﬁp PP Jodes 7
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Evaluate. Critiques gffer an important chance P
students to evaluate Fhexr own and peers’ work, ¢y
tiques often begin with tl}e teache’r asking which
the drawings students think w?r}\’and why, or ask.
ing them to comment on V\.'hat w orl\§ or dogsn twork
in their own piece. Sometimes an ev aluative proge

recedes the Critique; students r_mghf pe asked 1,
choose their best work to put up for critique. Evaly.
ation in Critiques is often arl\/alytlﬂcal. Rather thay
merely sorting “good” from baL_ work, studeng
learn to identify which aspects of a work are mogt
effective and which may detract from the effect of
a piece. As Jason explains,”'l really trv not to say
something’s good or bad. Tjust say this is what it i
communicating.”

Stretch and Explore

Just seeing the range of work produced by the
group may push individual students to expand
their thinking about their own work. To foster the
Stretch and Explore aspect of Critique, teachers as-
sign projects that are likely to yield diverse results.
For example, Jason Green spoke about deliberately
choosing glazes that produce widely varying results
in order to promote more student exploration. Dur-
ing Critiques, he invited students to analyze the re-
sults of their explorations of materials much as they
would analyze a scientific experiment. When errors
are the focus, they serve as a chance to diagnose
and/or as an opportunity for a work to grow innew
f:lirections. But the responses that students receive
in a Critique generally do not emphasize failures.
Rather, Critiques offer suggestions for how to think
about whaf can be seen in the work and how the
student artist might explore other possibilities.

Understand the Art World

Domain. Teachers draw connections between
ftu-dent art and professional art, and they make ak
usions to historical art references as they point out

features in students’ work. They may tell student

that their work reminds them of a particular artist

ing them a pri . Thisti
fo_rms students abmgxt the larggrgitzietx(;ﬂ andar
ktﬁtO}'y, but its greater purpose appears to be to e
Phasize students’ connections to the historical a0
aururx;nt ccc):x:'xixpurﬁtx of working artists. For instan®
i & a Lritique, Jim Woodside commented on o

ent’s developing a certain “electric line quali

and use of space in his work:
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ding a way to draw, a kind of
He's rea“)t'hf:’:,S :g own,y that will succeed

bim as he approaches different kinds of
for Jems. But that's something that he came
pl“:ﬁ th really on his own, playing around with
;\gs project [pointing to self-portrait from previoys

l And 1 certainly think it’s something
that he can take into the way that he draws
ing like this [lolding up a sketch that the

student is currently working on]. .. . It reminds me

ofa Dubuffet painting.

n this Critique, Jim identified aspects of a student’s
mingstyle and tied it to the larger art world.
Teachers present Critiques as reflective pro-
cesses, including evaluation, that happen in profes-
sional arts communities, and not merely as isolated
dlements of an art class. As Beth prepares 9th-grad-
ers for a Critique, for example, she explains that
Critiques are part of being an artist and that some
Critiques are meant to be about evaluation, while
others focus more on other aspects of reflection.

Communities. The social aspect of Critique is
one of its defining features. Teachers focus on how
students learn to value responses from peers and on
ways to offer respectful and constructive criticism
to their peers. Critiques reinforce the idea that art-
making is a communal process, not only a private
activity. Art is made to be shown to others and dis-
cussed, and that can be learned through the social
process of Critique.

INTEGRATING STUDIO HABITS
- OF MIND THROUGH CRITIQUE

eight Studio Habits of Mind fostered by Cri-
1S are usually not discussed separately, but
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together as 5 S C—
that has been done, % * 2" discus the work

ing course, he introduces
informal part of the routine:

What we'll do is, we'll draw for a while. Then

we'll put some drawi up on

; wings the wall,
wellstarttolookatd\emal:\dtalkabmt::m
And that's som, ing we'll do a lot in this class.
Thoseofyouthathavehadmebdore.we.we

always do that—we draw ut the drawings
talk about them. 2 o

After the students do a few quick drawings of
the still life, some blind contour ?u‘:xwhnchstudaus
do not look at the paper but only at the referent) and
some in which students look at both the still life and
thedrawing,]imaskseachstudenttohangablind
and nonblind drawing next to each other. Before
beginning the discussion, Jim gives the students a
specific thinking task to guide their observation
and reflection: “Everybody take a look at their two
drawings, and just think in your mind how to com-
pare the two. Just to describe the difference between
your two drawings.” This task helps students inte-
grate learning how to Observe with learning to Re-
flect. Jim encourages them to evaluate their works,
asking which they preferred and why.

As students make comments, Jim acknowledges
and expands on their responses in a positive and en-
couraging way. For instance, one student says of a
blind drawing, “Notice all her details are not . . . it's
detailed but it’s not.” Jim affirms her evaluation and
draws this comment into its fuller meaning:

It's detailed but it’s not. Yeah, that’s really good.
I couldn’t have said it that well. That's very

[pointing to a section of the drawing], we know it's
here, yet it doesn't seem like it's overly precise.




- Studio Thinking: The Real Benefits of Visual Arts Education

Through ~discussion, students come to recognize
charactenistic differences between blind and non-

drawings. A few minutes into the Critique, Jim
moves a pair of drawings that reflect this distinction
well to the center of the wall and asks students to
m on them. Building on students’ comments, Jim
mtroduces the idea that while the nonblind draw-
mgs may have been more technically accurate, the
blind drawings have a more direct expressive qual-
ity to them:

Even though this might, there's a certain
accuracy that's stronger here [pointing to a
mombiimd drawing]. These things are placed more
m position. But there's a kind of believability
heve [pointing to a blind drawing], and that's a
word that I'll use a lot throughout the year,
belwvabulity. What makes drawing interesting is
how direct your relationship is to what you're
looking at, OK? And here, the relationship is in
@ way very direct, very honest. . . . There’s not
other things in the way. Like your perception of
how it should look.

While students talk frequently in this Critique,
Jim carefully guides the discussion to center on this
key point. Thus, through a process involving the
Studio Habits of Observe and Reflect (both Ques-
tion and Explain, and Evaluate), Jim helps students
explore a key intended lesson about the relationship
between Develop Craft: Technique and Express.
Jim also pushes students to see how they could use
what they learned in the blind drawings in the rest
of their work:

; Now obviously we don’t do every drawing in
| the world covered up and sort of scribbling. But
h' there's a really i lesson here in that—
~ how can you bring some of this state of mind,
 ina way, to this [pointing at a nonblind drawing]?
- can you bring this kind of . . . freedom or

ing students to Engage and Persist in the Critique,
Jim fosters an iterative process in WhI.Ch students
practice Observing and Reflecting, while they als
explore the relationship betwe.er.\ Express and De.
velop Craft: Technique. In addxtlpn, he encourages
students to Envision how they might use what they
learned to Stretch and Explore beyond their usua]

drawing habits.

CRITIQUING THROUGHOUT THE Process: FIGURES
iNn EvocaTtive SPACE PROJECT (ExampLE 15.2)

Jim often uses Critiques as a way to guide a class
and punctuate a working session. In this midsemes-
ter figure drawing session, students were meant
to focus on the expressive potential of light and of
the space between figures (Express, Develop Craft:
Technique; see Examples 8.1 and 12.1). Jim has set
up dramatic lighting and shows examples of profes-
sional artworks (reproductions of paintings by Hop-
per and Diebenkorn) that have the evocative sense
of space and light that he emphasizes in the class as-
signment. Throughout the 3-hour class, Jim repeat-
edly holds short Critiques to keep students on track
with this focus and also to help them make explicit
what they are learning about expression.

Opening Critique

Jim begins the class with a Critique that serves as
a transition from one class to the next, by focusing
on high-contrast figure drawings from the previous
session. Unlike the first class session that centered
on getting students to talk, this quick Critique has
no student discussion. A key purpose of this Cri-
tique is to get students quickly into the mind frame
of working and to help them build connections be-
tween what they have done in the last session and
what they will do today.
Jim notes the effectiveness of all the drawings
;nd t:ommer};tlfll that he could really see how the stu-
ents were building on their previous experiences.
His praise serves both to encpourage students and
to reinforce the idea that assignments in the class
connect to each other. With a long wooden pointer,
Jim draws students’ attention to different areas of
each drawing as he comments on the high-contrast

 technique and how it helps students organize space:
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where you were last week.” Jim’g

yoﬂ mcﬂ::gq ;‘; asize tht)', thought process that went

“’mm'?dn their drawings: “This shape may have

into ma h?ef gray or toward the lighter end of the

peen o 1 put you make that decision to go black or
/

'P'cmm ery gray you see and what you end y
wr:lht‘ixi,:hagtrayc?mmpositiun"’ X
In this, a8 in all his Critiqu'ua, Jim moves beyond
ing technique while simultaneously staying
ed in the work, Here he connects the use of
cular technique (high-contrast drawing) to more

roperties in one student’s drawin g:
expressive p

[t starts to look to me almost like some Native
American design, like an Incan blanket, . . . All
that is, is a drawing technique, a pretty simple
technique of high-contrast drawing, looking at
gomething ordinary in the studio, and you start
to move to this whole other realm of all sorts

of things that are pretty magical and unusual
and really have little to do with the scene we're
drawing,

Jim chooses to focus on aspects of the drawings
such as expression and light that will be central to
the next assignment: He will assign students to do
a drawing that focuses on the expressive, evocative
properties of the space between two figures. Thus,
this Critique, while seemingly a reflection on com-
pleted work, prepares students mentally for the
coming work session and primes them for key ideas
- tocome,

students complete a couple of quick sketch-
res, Jim gathers the class around the
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Jim' chooses two
students’ drawi
;}t\: dclass to compare their different apggad‘\n: m
: ent has exaggerated the distance between the
'Bures and another has made the figures smal| rela-

are
€ Broup looks at ang gv,hm:

ms of what rev
n the final drat?veiyng, oul dbout how

€Xpressive aspects of the iece, Jim “
different aboyt the choices rStuderj\t llme l‘rﬁ“ t::
one§ [Student 2] made?” He focuses students’ at-
teqtlon on how the drawings treat space differently.
This Critique helps students learn to observe their
sketches for the purpose of envisioning a more fin-
ished drawing, Jim wants them to Reflect: Question
and Explain, and to Reflect: Evaluate their sketches
for what they are starting to Express, and then to see
if they can Envision ways of stretching to heighten
this expression.

Final Critique

After the working session, Jim holds a longer
Critique that involves more student discussion. In
this Critique, each student’s work is carefully dis-
cussed. This Critique focuses on giving students a
chance to Observe and Reflect: Question and Ex-
plain, and Evaluate what they have done in their
work and to get some practice talking about work
(Reflect: Question and Explain). After listening to
students’ general observations about the works,
Jim focusesthequestioningonwhichgiwuhwe
the strongest sense of dramatic, evocative light, a
central focus of the assignment (Reflect: Evaluate).
When students comment on a dramatic piece, Jim
often expands on their comments. For instance, he
talks about how one piece has the feel of a big mov-
ie set in which only a small area is lit up, and that
area is where the action is. He ties this to a “pretty

' cision” the student has made in leaving







