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THINKTANK 2 SUMMARY REPORT 

Teaching the 3 C’s: Critical Theory, Critical Thinking, Critique Strategies 
University of Georgia, Athens, May 22-24, 2007 

 
Catalyst: Mary Stewart, Florida State University 

Director of Thinktank 2, Richard Siegesmund, University of Georgia 

 

Context 
 
ThinkTank 2,  “Teaching the 3 C’s: Critical Theory, Critical Thinking, Critique 
Strategies.” addressed two major issues.  

1. How can undergraduates entering the visual arts major be prepared for 
understanding art as a process of analysis and inquiry?  

2. How can the graduate students and adjunct teachers who teach the majority of 
Foundations courses be better prepared for teaching these core skills? 

  
The following working definitions of the 3 C’s provided an initial starting point: 
 

• Critical Theory focuses on issues of civic engagement and social justice. 
It is concerned with individuals developing a critical analytic stance 
toward society, social institutions, governance, and authority. Critical 
theory is an essential part of contemporary art making and civic 
participation. Artists situate their work in terms of service and social 
context. How can Foundations programs prepare students for entering 
this domain? 

 
• Critical Thinking, put simply, is the ability to recognize and prioritize 

alternatives and justify a selection. Visual art is a realm of non-linguistic 
choice and selection. How do we structure lessons and curriculum that 
engage students in authentic problem-seeking and problem-solving? 

 
• Critique is the process of translating visual non-linguistic thinking into 

language. The purpose of critique is to identify visual strengths and 
weaknesses, explore conceptual implications, and propose alternative 
solutions. How can we enrich the critique experience for first-year 
students? How can we apply an appropriate critique strategy to a given 
situation? 

 
Workshop Procedure 

 
Nationally renowned experts in Art Education, Criticism, and Studio were invited to 
Thinktank 2. To discuss each topic deeply, the 32 participants divided into three 
groups: 
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CRITICAL THEORY    
Facilitator: Jim Elniski Foundations Chicago Art Institute 
Graduate Assistant: Katherine McGuire  Printmaking TA University of Georgia  
 John Baldacchino Art Education             Teachers College 
 Cynthia Hellyer–Heinz  Foundations                    Northern Illinois University 
 Chris Hocking Foundations University of Georgia 
 Melody Milbrandt Art Education Georgia State University 
 Julia Morrisroe Foundations University of Florida 
 Amy Sacksteder Foundations                   Eastern Michigan University  
 Peter Winant Foundations                         George Mason University 

 
CRITICAL THINKING   

Facilitator: Mary Stewart Foundations Florida State University 
Graduate Assistant Jodi Kushins, Art Education TA Ohio State University 
 Debra Ambush AP Institute Goucher College 
 Timothy Flowers Foundations Georgia State University 
 Bruce Little  Art Education/Foundations    Georgia Southern U 
 Martha Macleish Foundations Indiana University 
 Lara Nguyen Foundations Indiana University 
 Craig Roland Art Education University of Florida 
 Rusty Smith Architecture/Design Auburn University 
 Martijn Van Wagtendonk  Foundations University of Georgia 
 L A Hightower Art Dept Chair/Art Ed Kennesaw State Univ. 
 

CRITIQUE STRATEGIES    
Facilitators: Renee Sandell & Carole Henry, Art Education George Mason & UGA 
Graduate Assistant Erin McIntosh, Foundations TA  University of Georgia  
 Dean Adams Foundations  Montana State University 
 Charlotte Collins Foundations Kennesaw State Univ. 
 John Dimino Chair, Art Dept Darton College 
 David Mcleish Foundations TA Florida State University 
 Larry Millard Coordinator Grad Studies University of Georgia 
 Joe Sanders  Chair, Art Department Florida State University   
 

GENERAL     
 Richard Siegesmund Art Education  University of Georgia 
 Georgia Strange Director, School of Art  University of Georgia 
 Edmund Feldman     Profession Emeritus, Criticism   University of Georgia 
 

 
MAJOR QUESTIONS 
The “think-groups” met together to accomplish three tasks: 

Wednesday morning: 
Each group further defined their topic and identified pivotal learning 
objectives. What should students know and be able to do regarding 
critical theory, critical thinking and critique when they emerge from 
Foundations?  

  



  Think Tank 2   pg. 3 

Wednesday afternoon 
Each group explored ways students can achieve desired learning 
outcomes. What “best practices” already exist? How much time is 
needed for meaningful learning? Can these tasks be folded into existing 
courses in the Foundations sequence, or are new courses needed?   

 Thursday morning 
Finally, each group targeted the teacher training required. What skills do 
graduate students and adjunct instructors need in order to teach 
undergraduates the identified skills? How can these “emerging 
educators” gain these skills? 

 
All participants came together for periodic updates and for three presentations.  

• Jodi Kushins presented her case study research on Foundations reform at 
Carnegie-Mellon University and the Chicago Art Institute.  

• Rusty Smith presented on Auburn University’s summer Design 
Education Laboratory (DELab) for the training of architecture/design 
graduate teaching assistants.  

• Mary Stewart presented her vision of an Institute for Innovative 
Teaching as a joint collaborative effort between major art schools to 
promote the training of adjunct professors and graduate teaching 
assistants. 

 
Initial Findings 

 
Each think-group explored the complexity—and in some cases contradictions—

that surround their assigned concept. To fully understand any one of these three ideas 
can take decades of study. However, the complexity and richness of each of these 
ideas has to be balanced by the realization that graduate students or temporary 
adjunct professors are the ones who generally develop and deliver this content to first-
year students.  

Independently, each group identified the importance for a new teacher to be 
self-reflective. To gain real insight as teachers, we all must identify our own personal 
assumptions, beliefs, and values towards art making. It is interesting that such a 
reflection on personal subjectivity is also the beginning point in the training of 
qualitative researchers in the social sciences. Thus, there may be lessons from this 
body of literature on becoming a researcher that is applicable to becoming an effective 
teacher in the arts. This suggests a latent interdisciplinary connection that informs 
advanced teaching and learning in any field. 

Furthermore, the intellectual skills identified by each of the three think groups 
are in no means proprietary to the visual arts. The habits of mind and forms of 
analysis that are developed in each of the 3 C’s are arguably broad general skills for 
the 21st century workplace. From this point of view, teaching art is more than teaching 
art. Thus, the potential audience for Foundations courses extends far beyond the 
visual arts major. 

The complete raw notes from each think group will be posted to the ThinkTank 
blog so that all participants—or any interested party— can look at the source material. 
The raw data will include photographs of flip chart notes and white boards.  
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ThinkTank participants will have the ability to post their own summative 
statements of their experience in the weeks ahead. 

 
Summary 

ThinkTank 2 served five major purposes. 
1. Working with highly motivated experts in studio art and art education, we 

began to identify the needs of students who are making the transition from high 
school to college.  

2. Discussing these needs in depth, we began to develop a broad-based series of 
recommendations that can help Foundations programs around the country 
meet the new Foundations standards, approved by FATE (Foundations in Art: 
Theory and Education) at the national conference in 2007. 

3. By focusing on the needs of the emerging educator (especially graduate 
students and adjuncts), we began to develop a Three C’s primer that can be 
used by Foundations programs nationally. 

4. This primer and supporting discourse will become part of the curriculum for 
the Institute for Innovative Teaching (see attached description). 

5. Our intensive work in small “think-groups” helped us build personal 
connections and identify possible collaborators for future projects. 

 
Overall, ThinkTank 2 was exhilarating as well as educational. Unique strengths 
include: 

• Use of a supportive facilitated discussion format to encourage wide-ranging 
discussion and big-minded thinking 

• Continual documentation and periodic sharing of works-in-progress 
• Creating strong connections between experts in art education and studio 

practitioners in art and design. 
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INTRODUCTION 

Forward Thinking Using Backward Design 
Richard Siegesmund, University of Georgia, Lamar Dodd School of Art 

 
In designing a Foundations curriculum, it is wise to start at the end: consider the 

desired result. Upon successful completion of a course, what do we want our students 
to be able to do? Rather than listing in detail the possible skills needed by each 
individual major, it is more profitable to focus on the essential skills, knowledge, and 
experiences that provide the foundation for specialized knowledge. .  

Thinking about our curriculum in this way is called Backward Design and was 
developed by Grant Wiggins and Jay McTighe (2005)in their book Understanding by 
Design. This model, which focuses on tasks that students complete, is now widely used 
in K-12 education as a tool to improve how we assess student learning.  The National 
Association of Schools of Art and Design’s (NASAD) accreditation process is also part 
of this movement. NASAD requires clear and accountable forms of assessments of 
student learning—not just examples of best student work, but also evidence of low 
and medium levels of competency.  

Accreditation standards hold us accountable for tangible learning outcomes. 
Most importantly, we want to show why that learning is important. Why is the 
assigned exercise something worth doing? The principles of Backward Design are 
important not just for improving teaching and learning, but also for being able to 
articulate our instructional choices. For example, how important is it that students 
produce multiple value scales in a variety of art media? What enduring 
understanding—learning that is worth remembering for a lifetime— comes out of a 
value study? There may indeed be learning outcomes of importance, but we need to 
be prepared to articulate them. In this instance, we could say that a value study is an 
exercise in making fine-grained distinctions. That is an important skill worth knowing 
for the rest of your life. However, unless we understand the deep significance of the 
tasks we assign, students may only see these projects as busy-work. 
 Once we have identified important learning outcomes, we need to plan a course 
on how to get to our destination. In approaching curriculum design, Wiggins and 
McTighe ask teachers to consider three questions as they design a course of study for 
students: 

• Where are we going? 
• Where are we now? 
• How do we close the gap? 

Each question is equally significant. Simply demanding that our students leap 
from where they are to where we want them to be is a recipe for disaster. A “my-way-
or-the-highway” attitude may be effective in motivating some students, but is unlikely 
to be effective for the majority. If the goal of instruction is to reach as many students as 
possible, then we may need to consider alternative teaching strategies as well as our 
conceptions of student learning. 

The ThinkTank process illuminates and celebrates existing skills developed by 
master artist/educators to explore and expand appropriate strategies for broad 
learning. We seek better understanding of both the traditions of college teaching and 
the possible transformations needed as we expand Foundations courses to include 
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new media and new ideas. ThinkTank is building a home-base for a new generation of 
college-level artist/educators: let’s build it with passion, understanding, and skill. “ 

 
References 
Wiggins, G. P., & McTighe, J. (2005). Understanding by design. (2nd ed.). Alexandria, 

VA: Association for Supervision and Curriculum Development.   
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CRITICAL THEORY THINK-TEAM REPORT 
Jim Elniski, School of the Art Institute of Chicago, Facilitator 

Katherine McGuire, University of Georgia, Recorder 
 
1. Definitions of Critical Theory (CT) that have direct application for Visual Art: 

- Critical theory is an open system of inquiry that views the cultural past, 
present, and future as an ongoing evolutionary dynamic of ‘potential and 
condition.’ As such: concept, intent, process, object and evaluation in artwork 
represent a synthesis to which Critical Theory may be applied. 

- Critical theory recognizes multi-dimensional generation of connections, as 
relationships between what something “is”, what meaning it has, and its 
interdependence with emergent forms of culture, everyday life and the forces of 
the social environment. 

 
2. Reasons for inclusion of CT in Foundation Studio curriculum and teacher training 

- To serve as bridge by connecting the past and future with the present.  
- Illuminates opportunities in the present by creating relevant “transferable” 

thinking. 
- Provides a methodology to establish a contextual frame in dealing 

with/creating contemporary work. 
- Fosters a sense of connectedness that improves levels of service and teaching. 
- Fosters the development of civic engagement through the exploration of: art as 

meaning-making; service-based art practice; systemic contexts; dynamics of 
popular culture; understanding of historical dimensions of critical theory. 

 
3. Model for incorporating critical theory in a foundation studio curriculum 
 
         CONNECTIVITY 
 
 
 
 
        Class as Community 
 
 
 
 
 
 
 
 
 
      Interdisciplinary Contexts  Art Contexts 
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4. What GTAs/ instructors need to know and articulate, through personal research 
and mentoring 

- A clear understanding of their own aesthetic values and creative process, and 
how those values and processes relate to an historic and contemporary context. 

- Strategies for an ongoing reflection on the impact their personal values have on 
how they teach. 

- Ability to help students to engage in emergent forms of culture and everyday 
life within in the context of art-making. 

- Approaches to introducing students to the use of critical theory as a practical 
methodology for communication. 

- Ability to help students form collaborative working groups and facilitate 
interdisciplinary inquiry. 

- Ways to incorporate meta-themes, narratives, and the use of process journals. 
 
5. Recommendations 

- All future art teachers, regardless of what level they will be teaching be 
required to have a minimum of one semester of Critical Theory 

- Basic critical theory reading list that includes the critical theories of culture and 
cultural studies (Appendix). 

- Provide GTAs a basic overview of the relationship between critical theory and 
the postmodern paradigm. 

- CT needs to be approached not just from the socio-scientific trajectory. To best 
serve art education, it needs to be understood and presented, also, as a practical 
methodology, or knowledge base, for communication. However, the tendency 
towards its use as “art speak” jargon should be curtailed, and profitable, 
intelligent communication emphasized. 

- Teaching art at the college level (as at any level) is a discipline that must 
examine its own social, economic and personal/psychological functions. This 
should include an examination of the institutional separation of artist and 
educator and differences between social and studio. 

 
6. Appendix 
 
Critical Theory Bibliography (from Richard Siegesmund’s course reading list, 
Aesthetics and Society, University of Georgia. 
 
Main Text 
Barrett, T. (2007) Why Is That Art?: Aesthetics and Criticism of Contemporary Art. Oxford  
 
Supplemental Readings 
Schiller, F. (1967). On the aesthetic education of man, in a series of letters (E. M. Wilkinson 

& L. A. Willoughby, Trans.). Oxford: Clarendon. (Original work published 
1795). Letters 3,4, 5, 6, 9, 18, & 25 

Benjamin, W. (2006). The Work of Art in the Epoch of its Technical Reproducibility (D. 
Redmond, Trans.) 
http://www.efn.org/~dredmond/ReproducibilityTrans.html (1938) 
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Adorno, T. W. (1994). The culture industry: Enlightenment as mass deception. In M. 
Horkheimer & T. W. Adorno, Dialectic of enlightenment (pp. 120-167). New York: 
Continuum. (Original work published 1944) 

Bauman, Z. (1992). Legislators and interpreters: Culture as the ideology of 
intellectuals. In, Intimations of postmodernity (pp. 1-25). London and New York: 
Routledge.  

Baudrillard, J. (1997). Objects, images, and the possibilities of aesthetic illusion. In N. 
Zurbrugg (Ed.), Jean Baudrillard: Art and artefact (pp. 7-18). London; Thousand 
Oaks, Calif.: Sage Publications. 

Wallace, I (in press) Sex, Sameness and Desire: Thoughts on Versace and the Clone. In 
Skinkle, E, (Ed.) Fashion as Photograph. New York: IB Tauris 

Rorty, R. (1989).  The contingency of selfhood. In, Contingency, irony, and solidarity (pp. 
23-43). Cambridge, UK: Cambridge University Press. 

Dewey, J. (1989). Having an experience. In J. Boydston, (Ed.), John Dewey, The later 
works, 1925-1953: Art as experience (pp. 42-63). Carbondale, IL: Southern Illinois 
University Press. (Original work published 1934) 

Borer, A. (1997). A lament for Joseph Beuys. In, The essential Joseph Beuys (pp. 11-34). 
Cambridge, MA: MIT Press. 

Kester, G (2004). A critical framework for dialogic practice. In Conversation pieces: 
community + communication in modern art (pp. 124-151). Berkeley, CA: University 
of California 

Gablik, S. (1995). Connective aesthetics: Art after individualism. In S. Lacy (Ed.), 
Mapping the terrain: New genre public art (pp. 74-87). Seattle: Bay Press. 

Sontag, S. (2003). Chapters 5 & 7. In, Regarding the Pain of Others (pp. 75-94 & 104-113). 
New York: Farrar, Straus and Giroux. 

Garoian, C. R. (1999). Understanding performance art as curriculum text: The 
community-based pedagogy of Suzanne Lacy. In, Performing pedagogy: Toward 
an art of politics (pp. 125-157). Albany, N.Y.: State University of New York Press.   

Rosaldo, R. (1993). Border crossings. In, Culture & truth: The remaking of social analysis 
(pp. 196-217). Boston: Beacon Press. 

Gómez-Peña, G. (2000). From Chiapas to Wales. In, Dangerous border crossers: The artist 
talks back (pp. 101-115). London: Routledge 

Foucault, M. (1979). Docile bodies. In, Discipline and punish: The birth of the prison (pp. 
135-169). New York: Pantheon Books. 

Fer, B. (2002). The work of salvage: Eva Hesse's latex works. In E. Sussman, (Ed.), Eva 
Hesse (pp. 79-95). New Haven: San Francisco Museum of Modern Art and Yale 
University.  

Avena, T. (1996). The leveling. In T. Avena & A. Klein W. L. Strong, (Ed.), Jerome: After 
the pageant (pp. 68-93). San Francisco: Bastard Books. 

Shusterman, R. (2000). The fine art of rap. In, Performing Live: Aesthetic Alternatives for 
the Ends of Art (pp. 60-75). 

Foucault, M. (1979). Panopticism. In, Discipline and punish: The birth of the prison (pp. 
195-228). New York: Pantheon Books. 

Heidegger, M. (1971). The origin of the work of art. In, Poetry, language, thought (A. 
Hofstadter, Trans.) (pp. 17-87). New York: Harper & Row.  

Elderfield, J. (1997). Leaving Ocean Park. In J. Livingston, The art of Richard Diebenkorn 
(pp. 107-115). Berkeley: Whitney Museum of American Art & University of 
California Press. 
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Heidegger, M. (1971). A dialogue on language: Between a Japanese and an inquirer. In, 
On the way to language (P. D. Hertz, Trans.) (pp. 1-54). New York: Harper & 
Row. (Original work published 1954) 

Berger, J. (2001). Seker Ahmet and the forest. In G. Dyer (Ed.), John Berger: Selected 
essays (pp. 305-309). New York: Vintage Books. 

Cahnmann-Taylor, M. & Siegesmund, R. (Eds.) (in press) More than words can say: 
Researching the visual. In, Arts-Based Research in Education: Foundations for 
Practice. New York: Routledge/Taylor and Francis Group. 

Irwin, R. & Springgay, S. (in press). A/r/tography as practice based research. In 
Cahnmann-Taylor, M. & Siegesmund, R. (Eds.), Arts-Based Research in 
Education: Foundations for Practice. New York: Routledge/Taylor and Francis 
Group.  

Siegesmund, R. (2007). On the persistence of memory: The legacy of visual African-
American stereotypes. Studies in Art Education, 48(3), 323-328. 

 
Critical Theory Exercise 
 A simple exercise can help clarify students come to grip with concepts of 
Critical Theory. The left column on the table below lists features of Critical Theory. 
The column on the right lists features of thought that are not characteristic of Critical 
Theory. List the features of Critical Theory on a blackboard, or pass out these features 
on a handout that each student can hold. Then go down the list and have students 
brainstorm what the opposite of this idea would be. Then discuss attitudes toward art 
making that might exemplify each of these two ideas. In this manner, students can 
begin to see how certain artistic behaviors are more “critically-based.”  
 

Critical Theory: What it is and what it is not 
  Values Connectivity     Opinion based 
  Emphasizes Context    Isolated 
  Collaborative     Singular 
  Mediation      Immediate 
  Inquiry      Finite 
  Dialectical      Dogmatic      
  Egalitarian      Elitist 
  Dialogical      Monological 
  Historical      Fantasy/Fabricated 
  Synthetic (synthesis)    Fragmentary 
  Complex      Simple 
  Interdisciplinary     Compartmentalized 
 
 A student must understand that art making is a critical act/moment and 
produces a critical object. With this in mind, the connectivity/contextualization that is 
important in Critical Theory can help ground a student’s art practice by recognizing 
an historical synthetic.  
 A simple introduction to connectivity can be found in thematic approaches. 
How does the idea of landscape change in art from Bruegel to Mel Chin? Tracing such 
shifts in visual form help give rise to an understanding of paradigm shifts (i.e. 
Cultural Construction and its manifestations in art). Such bridges and examinations of 
historical, political, social and physical contexts lead to discussions rich in the ideas of 
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Critical Theory. Process notebooks, visual journals and research will help students 
navigate a semiotic engagement with the visual world. 
 

SAMPLE SYLLABUS FOR LECTURE COURSE 
Critical Theory, Art Theory, and Aesthetics 

John Baldacchino (jb2445@columbia.edu) 
 
CRITICAL PERSPECTIVES AND PRACTICES IN THE ARTS 
Taught by: John Baldacchino 
To Whom: Art & Art Ed Masters and Doctoral Students 
Where: Teachers College Columbia University 
 
Overview 
This is a course where we will explore major aspects of critical theory and relate it to the 
Studio context in the visual arts. It will take a variety of methods: including discussion, 
visualizing concepts, exploring possible ways of reading texts, engaging with the arts, as well 
as opening up the idea of ‘critique’ to a more accessible and ‘pragmatic’ way. 
 
Course materials will vary from theoretical, to literary, to artistic, to poetic readings. The 
choice is open to students. Students will be invited to share their interests across subjects and 
will be expected to relate this course directly to their research focus. It is expected that this will 
help students formulate more effective means of understanding their own research interests 
by finding more relevant ways of developing their own research. 
 
Course Objectives 
This course is broadly intended to: 

• Consider and understand the implications of critical theory within the contexts of practice 
in the arts. 

• Discuss the dynamic relationship between practice and critique. 
• Define content by revisiting form. 
• Understand theory from a number of positions that are normally exercised in studio 

practices. 
• Distance practice from a mechanical understanding of making. 
• Reassess what practice means in terms of doing. 
• Understand research from the perspective of studio practices in the arts. 
• Develop a critical perspective of one’s own research with a better understanding of one’s 

own practice. 
 
Learning Outcomes 
Upon completion of this course, students will be expected to achieve a number of Learning 
Outcomes against which their work will be assessed. As this course stands, it is expected that 
upon its completion, students would have: 

• Familiarized themselves with one or several aspects of critical theory. 
• Valorized their research as a form of critical practice. 
• Recognized and engaged with content in its open-ended nature. 
• Developed an appropriate study that provides an effective platform for the further 

development of their research. 
 
Required Text: Theodor ADORNO’s and Max HORKHEIMER’s Dialectic of enlightenment  
 
Other Recommended Texts (Optional) 
HABERMAS, Jurgen, The philosophical discourse of modernity: Twelve lectures. 
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HORKHEIMER, Max, Critical theory. Selected essays 
BENJAMIN, Walter, Illuminations 
 
Illustrative Bibliography 
Note: this is a bibliographical resources list that is by no means exhaustive or prescriptive. 

Students are encouraged to develop their own lists according to their own 
interests/specialisation. 

Adorno, Theodor, Minima moralia (Verso 1991) 
Adorno, T, & Horkheimer, M., Dialectic of enlightenment (Verso 1979) 
Austin, J. L., Philosophical papers (Oxford University Press,1979) 
Bachelard, Gaston, The poetics of Space (Beacon Press) 
Baldacchino, John, Post-Marxist Marxism: Questioning the answer. Difference and realism in Lukacs 

andAdorno (Athlone 1996) 
Baldacchino, John, Avant-Nostalgia. An excuse to pause (USOPIA,Aberdeen 2002) 
Barthes, Roland, Image, music, text (London: Fontana, 1977) 
Barthes, Roland, Mythologies (London: Vintage, 1993) 
Baudrillard, Jean, Selected writings (Cambridge: Polity, 1988) 
Bauman, Zygmunt, Hermeneutics and social science, (London,1978). 
Benjamin, Andrew, The problems of modernity: Adorno and Benjamin (Routledge, 1991) 
Benjamin, Andrew Philosophy’s literature (Clinamen Press) 
Benjamin, Walter, Charles Baudelaire, (Verso 1992). 
Bennington, Geoffrey, Derrida (University of Chicago Press) 
Bennington, Geoffrey, Lyotard: writing the event (Manchester: Manchester University Press, 

1988). 
Bourdieu, Pierre, Distinction: a social critique of the judgement of taste (London: Routledge Kegan 

Paul,1984) 
Bourdieu, Pierre, The field of cultural production: essays on art and literature (Cambridge: Polity 

Press, 1993). 
Bourdieu, Pierre, The rules of art: genesis and structure of the literary field (Cambridge: Polity, 

1996). 
Braudel, Fernand, The structures of everyday life: Civilisation and capitalism. Fifteenth and 

Eighteenth Centuries, Vol. 1. (London 1981). 
Buck-Morss, Susan, The dialectics of seeing (MIT Press 1990) 
Cassirer, Ernst, An essay on man: an introduction to a philosophy of human culture (Yale University 

Press, 1962) 
Cassirer, Ernst, Language and myth (Dover, 1946). 
Cassirer, Ernst, Symbol, myth and culture: essays and lectures of Ernst Cassirer, (Yale University 

Press, 1979). 
Cassirer, Ernst, The philosophy of symbolic forms, Volumes 1, 2 and 3 (Yale University Press, 

1957) 
Croce, Benedetto, History, its theory and practice 
Debord, Guy, Society of the spectacle (London 1967) 
Dilthey, Wilhelm, Meaning in history (Allen Unwin 1961) 
Eliot, T.S., Notes towards a definition of culture (Faber, 1962). 
Foucault, Michel, Power/Knowledge (Harvester 1980). 
Foucault, Michel, The archaeology of knowledge (Routledge). 
Gadamer, George, Truth and method (Sheed and Ward, 1989) 
Gombrich, E. H., Meditations on a hobby horse, and other essays on the theory of art (Phaidon, 1978). 
Gramsci, Antonio, Selections from cultural writings (Lawrence and Wishart, 1985) 
Gramsci, Antonio, Selections from prison notebooks (Lawrence and Wishart 1978). 
Harris, Roy, Language, Saussure and Wittgenstein: how to play games with words, (London: 

Routledge,1990) 
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Hauser, Arnold, Mannerism: the crisis of the Renaissance and the origin of modern art, 2 vols (RKP, 
1965) 

Hauser, Arnold, The sociology of art (RKP, 1982). 
Inglis, Fred, Culture (Verso) 
Inglis, Fred, Cultural studies (Blackwell). 
Inglis, Fred, Raymond Williams (Routledge) 
Jay, Martin, Permanent exiles (Columbia University Press,1985) 
Jenkins, Keith, On ‘What is History’ (London 1995) 
Joyce, James, Ulysses (London: Bodley Head, 1960) 
Kuhn, Thomas S., The structure of scientific revolutions (Chicago; London: University of Chicago 

Press, 1970). 
Laclau, Ernesto, Emancipation(s) (London: Verso, 1996) 
Laclau, E., Zizek, S., Butler, J., Contingency, hegemony, universality: Contemporary dialogues on the 

Left (Verso) 
Laclau, E., & Mouffe, C., Hegemony and socialist strategy (Verso 1985) 
Langer, Susanne, Reflections on art: a source book of writings by artists, critics, and philosophers 

(London: Oxford University Press, 1961). 
Lyotard, Jean-François, Peregrinations: law, form, event (New York: Columbia University Press, 

1988). 
Marcuse, Herbert, Negations (Allen Lane 1968) 
Naess, Arne, Four modern philosophers: Carnap, Wittgenstein, Heidegger, Sartre (Chicago, London: 

University of Chicago Press, 1968). 
Pasolini, Pier Paolo, Lutheran letters (Manchester: Carcanet, 1983). 
Pasolini, Pier Paolo, Roman nights and other stories (London: Quartet Encounters, 1994) 
Rose, Gillian, The broken middle (Blackwells) 
Rose, Gillian, Judaism and modernity (Blackwells) 
Said, Edward, Culture and imperialism (Chatto and Windus 1993) 
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CRITICAL THINKING THINK-TEAM REPORT 
Mary Stewart, Foundations Program Director, Florida State University, Facilitator 

Jodi Kushins, the Ohio State University, Recorder 
 
Definition: At the Foundations level, Critical Thinking is the ability to define a 
problem, collect relevant data, recognize and prioritize choices, and justify a selection.  
 
Significance: Critical thinking creates a dialogue between "what is" with "what can 
become."  
It requires students to 

1. analyze and deeply understand an existing question or condition and  
2. provide a sound basis on which alternatives are developed. 

It is a process by which students enhance their comprehension and propose 
alternatives. 

On an individual level, critical thinking requires meta-cognition--the 
understanding and expansion of our own thought process and decision-making 
ability. In a collaborative context, critical thinking helps us move from a solitary 
viewpoint to ideas that can be shared. 

 
Process: Critical Thinking requires an active process of inquiry. A common eight-step 
process is listed below. When the problem is complex or its definition is elusive, this 
cycle of investigation may need to be repeated numerous times. 
 
Active Listening & Observation 
Active listening is concentrating on what is heard and what it could possibly mean. 
Observation is actively using all the senses to take in the current situation, without 
immediate judgment. As critical thinkers, we seek to understand the puzzle being 
presented and begin to explore its constituent parts. 
 
Asking Appropriate Questions 
Appropriate questions clarify the problem at hand and illuminate its implications. 
This is an extension of the Socratic Method, asking leading questions to stimulate 
thinking and expand ideas. When presented with a problem, students may need to ask 
very prosaic questions like: 

• What are the limitations in size, materials, or subject matter? 
• Can the problem be done collaboratively, or must it be done solo? 

They may also need to understand what is not included in the problem. For example, a 
non-objective line design will not include a drawing of a house. 
 
Maximizing student engagement expands learning. When we provide all of the 
answers, we tend to discourage critical thinking. How we pose a question is also 
important. “Build a shelter” is a broader assignment than “build a house.” At the 
beginning of the course, tightly focused assignments may be needed to illuminate 
possible choices. As students gain skills, we may use much broader assignments, 
requiring them to engage in more active problem-seeking. 
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Develop an Initial Hypothesis. Through the questioning process, the student begins to 
develop a preliminary hypothesis, which is a proposition put forth as a possible 
solution without any assumption of its truth. Thumbnail sketches are an excellent 
means of creating a visual hypothesis. In effect, we propose a problem solution in each 
sketch we complete. 
 
Gathering Relevant Information 
Critical Thinking relies on basic three types of research to expand understanding.  

• observational research focusing on physical evidence or specific behavioral;  
• periodical research is reviewing what has been written or designed by others;  
• ethnographic research focuses on larger cultural issues that give meaning to 

behaviors and artifacts. 
For the artist and designer, Critical Thinking may involve many forms of visual 
research.  
Consider the following assignment:  
 
Create a black and white design using different forms of texture to create the illusion of space 
and the illusion of motion. 
 
For such an assignment, students might employ the following forms of research: 

• Make rubbings from bricks, wood and other physical materials; 
• Experiment with stippling and cross-hatching as textural means of creating the 

illusion of space and the illusion of motion; 
• Look at examples of work by such artists as Lichtenstein, Magritte, Man Ray.  
• Look at uses of texture in Maori wood carving and tattoos.  

 
Sort Information and Prioritize Possible Solutions 
Listening, observing, questioning and visual experimentation creates data that may 
not be immediately relevant. We now may need to step back to organize our data, 
review the initial problem, and prioritize our options. 
 
Test Possible Solutions 
Thumbnail sketches, “funky-junky” three dimensional maquettes and multiple digital 
variations are all excellent ways to test solutions. 
 
Evaluate Results Based on Deeper Understanding of Initial Question 
Our understanding of the initial question constantly evolves as we seek a solution. 
Thus, our evaluation of results at this stage should go beyond our initial bare-bones 
understanding. 
 
Finally, to retain what we have learned, it is also important to add an eight step, as 
follows. 
 
Self-Reflection: Fitting New Understanding into a Personal Framework 
We all solve problems using a mix of prior knowledge and new knowledge.  By 
recognizing our existing strengths, listing additional skills we need, and actively 
developing new skills as necessary, we develop meta-cognition and become active 
learners. Critical thinking encourages students to challenge their assumptions, move 
beyond their previous successes, and take responsibility for their choices. 
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Implications of Critical Thinking for Foundations Teaching 
Critical thinking is a framework for exploring and developing relevant individual and 
group insights leading to effective action. By developing critical thinking, students 
learn to slow down, question assumptions, explore alternatives, and make informed 
decisions.  
 
Critical thinking (especially when connected to collaborative thinking) tends to 
expand self-awareness. By considering alternative viewpoints, we become more 
attuned to similarities and differences in our own work. Self-awareness can generate a 
heightened understanding of personal responsibility while at the same time increasing 
independence.  
 
As Foundations teachers, we start off by providing a lot of information. As our 
students become more knowledgeable and self-confident, we step back, relinquishing 
control. If we have done our job well, we have provided our students with the 
framework on which they can build, from Foundations, through their undergraduate 
work, then into professional practice. 
 

 
APPLIED CRITICAL THINKING 

The following assignment demonstrates ways in which critical thinking can be 
integrated into the creative process. Critical thinking commentary is italicized for your 
convenience. 

 
LINE DYNAMICS: 2D FOUNDATIONS 

 
Problem: Develop three dynamic, non-objective designs, using line, 
shape and texture. 
Initial questions: how are we defining dynamic and non-objective? What is 
really meant by design? How does it differ from drawing? 
Expanded questions/visual research: How many ways can lines be 
generated? How many ways can lines be used? How many ways can be 
define and use shape? What are the various forms and uses of texture?  
 
Objectives:  

• To fully engage the edges of each composition 
• To create an illusion of space  
• To experiment with forms of balance 
• To explore ways of increasing visual impact. 

Students explore alternatives through 10-20 thumbnail sketches. They try 
different ways to engage compositional edges, use overlap, size, location, 
and degrees of definition to create the illusion of space, and experiment with 
focal points and exaggerated size relationships to shift balance and increase 
visual impact. 
 
Materials: Black felt markers, 8 sheets of 18" x 24" drawing paper, 
thumbnail sketch templates. 
 
Strategy: Use thumbnail sketches to rough draft at least ten ideas.  
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• Pay special attention to the edge of the composition. When a line or shape 
intersects this edge, the composition can to visually extend beyond the page 
and into the viewer’s world.  

• Overlap, variations in size, location, and degrees of definition can be used to 
increase the illusion of space. The illusion of space gives more room for 
movement, increasing the overall energy in the design. 

• Experiment with types of balance. Symmetrical balance is often used when 
stability is needed; asymmetrical balance is often more dynamic. 

Examples: Chapters 1 and 3, Launching the Imagination; Balance, from Design Basics 
Textbook readings expand definitions and provide visual examples. 
 
Key Questions: 

• How does spatial depth contribute to visual dynamism? 
• Is there a dominant movement in the composition? 
• If so, how was this movement created? 

We constantly alternate between drawing and discussing. This gives us multiple opportunities 
to expand alternatives and weigh options. 
 
Timetable: 15-40 minutes per drawing, 15-40 minutes per discussion.  
 
Critique Strategy: Visual critique will be used. Student A will select a study by 
Student B, then re-design it, making it 50% stronger. Student A then gets to talk about 
the choices he or she made. This provides a form of critique without putting either 
Student A or B in a negative position! 
This assignment is given the first day of class, Using a visual critique method frees students 
from the terrifying prospect of “cutting down” their peers. Instead, they re-design their peer’s 
work, then visually propose options through their own design. This process can be repeated and 
evolve, leading each student back to his/her own work. When they are able to re-design their 
own work effectively, they clearly demonstrate their understanding of the material presented. 
    
General Notes: This seemingly simple assignment can actually provide an overview 
of the elements and principles of design. To create a dynamic design, students must 
understand balance and use it effectively. By creating the illusion of space, they can 
suggest movement from foreground to background. And, a focal point can provide a 
dramatic pivot point for the entire composition.  

Developing critical thinking within the complete design context helps students understand the 
most essential formal aspect of design: it is all about relationships. 
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CRITIQUE STRATEGIES THINK-TEAM REPORT 
Carole Henry, University of Georgia & Renee Sandell, George Mason University 

Facilitators 
Erin McIntosh, University of Georgia, Recorder 

 
1 

 
We begin by defining critique, first as noun and second as a verb: 

 
A critique is a shared analysis of ideas, processes, and products through an exploration 
of form, content, and context by which observations, virtues, inadequacies, ideas, and 
opinions on and of works of art are discussed, leading to further growth and 
development. 
 
To critique is to engage ideas, processes, and products using various strategies and 
formats of analysis to articulate form, interpret meaning, and determine effectiveness of 
a work or works of art. 

 
Stimulating growth and development is the overarching goal of critique. 

Through open dialogue, debate, and other strategies, there is opportunity to hear and 
discuss many different views. Thus, critiques allow us to challenge ourselves by 
experiencing multiple perspectives towards art making. Through the critique process 
of observation, analysis, and reflection, students make decisions on the virtues of 
works, make suggestions for improving works, draw meaning on multiple levels from 
works, and make informed judgments based on a synthesis of their perceptual senses, 
previous knowledge, and group dialogue. In this way, the critique process enhances 
critical thinking skills.  
 

Constructive critiques require students and instructors to be perceptive and 
receptive practitioners. The sharing of divergent views and alternative ideas 
challenges prior thinking and encourage re-thinking. Critique can become a 
brainstorming session, where each person in the group reacts and responds to peers, 
springboarding new ideas for further investigation. This engagement with new, and 
possibly conflicting, ideas can help students develop respect and tolerance for 
differing opinions. Thus, through critical thinking skills, students gain confidence in 
their abilities to self-analyze and self-edit. This process builds a community of learners 
and prepares students for contributing to the larger world community beyond formal 
education. 
 

2 
 

Instructors should consider their vital roles in facilitating critiques at the 
foundations level, taking into account the developmental, skill, and knowledge level 
of their students.  Students acquire critique skills through a variety of methods 
including instructor-modeling and studio practice in conjunction with active 
participation in both formal and informal critiques.  

It is advisable to assess students’ knowledge at the beginning of a semester or 
quarter. Foundation students, often coming from high school, can enter higher 
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education with a somewhat “authoritarian” view of their instructor and may have 
expectations for a similar kind of leadership in the classroom and especially in 
critiques. Students at this stage are transitioning into greater responsibility and 
initiative and instructors have a duty to facilitate this growth. Students gradually 
share more of that “authority” in critique as they progress in knowledge, confidence, 
and skill.   

In a critique, there are three ways the instructor guides students through an 
informative process of analysis and interpretation. First, clearly identifiable criteria for 
consideration guide investigation and fuel productive discussion. This requires 
advance preparation on the part of the instructor. Second, the instructor sets the tone 
and creates a learning environment conducive for discussion. As an art-maker and 
instructor, one is helping students develop strategies to self-analyze, self-reflect, and 
self-evaluate their own developing creative practice. Demonstrating your own process 
of self-reflection—how you are a critical viewer of your own work—serves as a model 
and can help students develop their own personal strategies. Third, critique is also an 
opportunity to emphasize professionalism. This includes the presentation of work and 
maintaining a critique environment free from distractions.  

Critique strategies include written and oral critiques, small and whole group 
critiques, paired critiques, immediate and take-home (researched) critiques, debates, 
journal writing (introspective), and using rubrics with specific criteria for discussion. 
Including critique procedures, a general philosophy of critique, and/or guiding 
questions in course syllabi can aid in informing students of critique expectations while 
setting the tone for constructive discussion. A reference list of a variety of critique 
techniques can assist in choosing the best-fit method to use. This advance preparation 
helps the instructor use the limited class time efficiently and productively.  

 
Using diverse critique approaches can be creative and inspiring, deepening 

students’ understanding and appreciation of studio assignments. Focusing on the 
form, theme and context(s) of an artwork, students can discern layers of meaning in 
visual language, revealed in the following equation:  Art = Form + Theme + Context 
(Sandell, 2006).  As students explore form, or how the work “is,” they differentiate the 
artist’s many structural decisions embedded in the creative process that leads to a final 
product. In examining theme, or what the work is about, students examine what the 
artist expresses through a selected overarching concept or “Big Idea” (Walker, 2001) 
that reveals the artist’s expressive viewpoint connecting art to life.  When students 
investigate context, or when, where, by/for whom and why the art was created (and 
valued), they comprehend the authentic nature of the artwork by probing the 
conditions for and under which the art was created and valued. Using a balanced 
approach through a “FTC” Palette” as a tool for decoding (as well as encoding) works 
of art can be a thorough means of examination to be used in class or out of class as 
independent research.  
 

Traditional and new critique approaches invite active student participation and 
interaction. For example, an engaging technique is providing scrolls of paper for 
students to write their comments, which leaves each student a written documentation 
of constructive feedback. This can be useful and referred back to as needed. There are 
now new technologies tools for critique. “Clickers” (similar to a hand held remote 
control) work as a rating system where students give each work for analysis a 1-5 
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mark on specific criteria pre-selected by the instructor.  The class results are immediate 
and can be shared with the group or not, depending on the instructor’s discretion. 
Another example of critique technique is for student groups to each present to the 
class a thorough analysis of another group’s work. As a final suggested method of 
stimulating the critique process, reading and analyzing criticism, whether from 
periodicals or books can be an effective strategy. As students read, they can use color-
coded markers to highlight the description, analysis, interpretation, and judgment.  
This assignment can help students better comprehend these processes and discover 
ways to talk about as well as make their art. 
 

Critiques are not “one size fits all.” What worked well for one group of 
students, may not work for another. Post-critique reflection helps to improve the 
productiveness of subsequent critiques. Sharing your own evaluation of a critique 
with students and listening to their input helps them understand the purpose and 
significance of critique. Group reflection helps everyone take ownership of the critique 
experience and suggest improvements. 
 

3 
 

Utilizing backwards design, begin planning for a critique by setting goals and 
then determine what students need to do in order to reach these goals.  Using goals as 
critique criteria provides a framework for productive and in depth discussion. To set 
goals, familiarize yourself with learning objects for the course you are teaching. Ask to 
see previous lesson assignments that other instructors have used in this course. 
Examples of structured yet flexible curricular plans, design assignments, and typical 
critique questions for specific media may all be available to you with a bit of research.  
Most importantly, you need to be familiar with the needs of students in all levels of 
undergraduate education, particularly of college freshman.  You will need to have a 
strategy for analyzing student skill level at the beginning of the semester. If you do not 
have a strategy for assessing students, seek out a skillful mentor. Ideally, this will be a 
member of your faculty; however, it might be someone from another institution or a 
colleague you meet at professional conference such as FATE. 

The resources surrounding critique grow continuously. Terry Barrett’s books 
(2000; 2003; 2006; 2008) are excellent introductions to methods. Edmund Feldman’s 
Practical Art Criticism (1994) remains a classic text that is particularly applicable to 
foundations course work. The Critique Handbook (2006) by Paula Crawford and 
Kendall Buster provide other approaches. These books offer insight into moving 
beyond “correcting” a work and help initiate discussion regarding the deeper 
meanings within student works.  

As instructors, we are guiding and facilitating students in the creation of more 
successful work. A major component of this is to be able to articulate how visual 
thinking manifests itself through visual form. Critique encourages students to learn 
ways of expanding their creative practice. It instills a sense of continual growth and 
development through critical engagement and discussion. Students gain abilities to 
self-analyze, self-reflect, and self-edit as they progress from a foundations program 
onto professional art practice.  
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As a final bit of advice, listen to your students, and hear what they are trying to 
say. Do not assume what they will say based on your prior experience. Expect your 
students to surprise you! In this way, your students become your teacher as well. 
When this happens, you have formed a community of learners.  Such communities 
challenge our current ways of thinking and knowing. Good critique pushes at the 
possible and expands our minds. We want to be amazed at the ability of our students 
to think-outside-the-box and reinvent problems. Critiques are not a place to impose 
the already known on new minds. They are a place for discovery. They are exciting 
and invigorating arenas for shared critical engagements with art.  
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CRITIQUE APPLICATIONS: PARSING THE OBJECT 
Peter Winant, Art Fundamentals Director, George Mason University 

 
     Finding the purpose: The economy of asking “why?” 
 

Critique is different in different contexts. Critiques may cover assigned projects, 
independent projects and work in galleries and museums. In Fundamentals 
critiques, be appropriate in your approach. Some critiques only need to cover 
technique, others may focus on process, others on form and meaning. A critique 
of a standard Drawing 101 still life is very different than a critique of work that 
deals with racism (although it is possible that a still life drawing may lead to an 
interpretation that includes racism in some scenarios). 

-     Critiques reiterate the specific objectives of each project by asking, “What were 
the objectives of the project?” and “How does the work meet or not meet those 
objectives?”  

-     Critiques cover specific and broad needs that inform the student about 
audience response to his or her work in ways that relate specifically to that 
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student’s  endeavor, and which connect the student’s work to a larger 
context of historic art and contemporary thinking.     

-  Critiques are opportunities to recognize values inherent in work that deviate 
from the objectives of an assignment or the intent of the maker, but grow the 
assignment, or the intent. We call this the “penicillin factor” 

-  Critiques are appropriate to the class level of the students, but should 
transgress that boundary.  

 
Methodology: Finding evidence; separate the objective and the subjective 
 
-    Ask the student to very briefly state the intent of their work. The intent of 

formally driven work will be, and should be posited in very different language 
than content or process driven work. 

- Begin by examining the formal characteristics of the work, only. The words, “I 
think” and “I feel” may not be uttered. “I observe” is the mantra. 

- Account for the observations of objective, formal characteristics in the work: 
“red, larger than me, barbed and noisy” Then, ask the question, “do we all 
agree that the work is red, larger than life-size, barbed and noisy?” 

- Foment dissent, work for areas of consensus based on observation, not opinion. 
- Examine process: ask the student who made the work, “What role did process 

have in the synthesis of intent and result?” Evaluate the objective results of the 
student’s process. 

- Evaluate the equation of the objective factors of the work: red, large, barbed and 
noisy, and the more subjective intent of the maker of the work. 

- Move towards subjective analysis: extrapolate interpretation/meaning on the 
basis of the objective evidence offered by the observable relationship of the 
intent, process and result of the work 

- Connect the work to a broader context: are there other works in the room that 
relate to this work? Are there other works by historic and contemporary artists 
that can be used as reference? 

      
Conclusions: Serve the individual by serving the whole class 
 

- Reiterate what observations have been made about the effectiveness of the 
student’s presentation of the work, as form and intent 

- Suggest formal and technical solutions to bring the work into better alignment 
with the intent of the maker. 

- Find commonalities in the suggestions for improving a specific work among the 
entire class’ projects 

- Cite commonalities of problems and solutions to previous projects, and suggest 
strategies for approaches to the next problem. 

- End the critique on a positive note. Students need to leave with range of 
possible actions to take. 
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CRITIQUE STRATEGIES 
Mary Stewart, Foundations Director, Florida State University, mstewart3@fsu.edu 

 
• To determine the success of compositional decisions relative to their aesthetic 

intentions, students must receive a thoughtful, thorough, and honest response. 
• By playing an active role in the critiquing process itself, students develop their 

vocabulary while increasing their visual awareness.  
• As students develop their critical thinking, they become more independent and 

self-directed, increasingly able to pose questions as well as solve problems. 
 

  Match the critique to the assignment, using dialogs, team meetings, and written 
formats as appropriate. Students learn more when they are active participants. Bring 
several specific questions to each critique, and try a variety of approaches, such as: 

• Description. The first step is to look carefully and report clearly. Without 
making value judgments or telling stories, each student writes two or three 
paragraphs careful describing the facts of visual organization in another 
student's work. 

 
• Cause and Effect. In this critique, students identify the compositional cause that 

creates a conceptual effect.  
 
• Compare/Contrast. A compare/contrast approach works best with an 

assignment that has clear, definite criteria, yet allows a wide range of 
interpretations. When the solutions are presented, have each student choose the 
piece most similar to his/her own and the piece most dissimilar.  

 
• Greatest Strength/Unrealized Potential. By mid-term, students have more 

confidence  
in themselves and more trust in others. This is a good time to introduce an in-
progress critique designed to help students expand and refine ideas.  

 
• Turn Up the Heat. How can the drawing be made 50% stronger?  

 
A critique helps us determine which drawings and designs are the most effective, and 
why. Whether they are giving or receiving advice, students need to come with their 
minds open, rather than arriving with their fists closed. A critique is neither a combat 
zone nor a mutual admiration society. Writing about Art by Henry Sayre, The Critique 
Book, by Crawford and Interpreting Art by Terry Barrett are good resources. 
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POSSIBLE FUTURE EVENTS 
 

 ThinkTank has been a collaborative effort by educators from across the United 
States dedicated to the teaching of visual art and design. How ThinkTank supports the 
practical integration of the 3 C’s into the teaching of Foundations is the challenge for 
the future. To meet this challenge, ThinkTank hopes to sustain a national dialogue by 
networking between collaborating institutions. We welcome new institutions into this 
conversation and see ThinkTank as an idea that can manifest itself across the country. 
Visit the ThinkTank website http://thinktankarts.typepad.com/. Become part of the 
ThinkTank community. 

The next ThinkTank will build on the framework of ThinkTank 2 and begin to 
move towards the training of MFA graduate students in these techniques. ThinkTank 
3 is scheduled for summer, 2008 at the School of the Art Institute of Chicago. 
 
Preliminary Schedule 
Summer 2008: ThinkTank 3, SAIC 
Teaching Beyond the 3 C’s: Theory and Practice 
 

Emphasis: Starting from the framework of the 3 “C’s”, what else is essential to 
Foundations?  ThinkTank will then link to a workshop for  “emerging 
educators.” There are two groups of “emerging educator.”  The first group is 
current or recent MFA student. The second group is junior tenure-track faculty 
and new Foundations coordinator.  The goal for the workshop is eight 
participants from each group.  Fellowship support will be available. 

 
Timeframe: One week, with Thinktank 3 meeting on Monday and Tuesday, and 
Emerging Educators’ Workshop meeting on Wednesday and Thursday. 
Format: Mix of hands-on, lecture, and think-team. 
Group size/composition: up to 48 total: around 32 for initial Thinktank, plus 
around 16 emerging educators for the workshop. 

 
Looking past ThinkTank 3, we foresee ThinkTank growing to support an 

Institute for Integrated Teaching in the Arts. The first ThinkTanks brought together 
outstanding educators from around the country to articulate best practices in teaching 
the visual arts. As this forum for brainstorming continues, there needs to be a place 
where a new generation of educators engages these ideas. 

The Institute for Integrated Teaching in the Arts (IITA) would be an intensive 
practice-based educational experience that is designed to provide emerging educators 
with practice-based skills, knowledge, and experience needed for exemplary college-
level teaching by experienced educators. Equally, it would provide experienced 
educators with a forum for exploration, elaboration, and improvement of existing 
skills. The Institute would create a strong connection between knowledge and 
learning. Through intensive summer workshops, it would seek reciprocal alliances 
with organizations whose members are concerned with the theoretical, pedagogical, 
and skill-based support of art + design educators.  

There is a rich and diverse range of topics for future exploration through 
ThinkTanks—that in turn will translate into specific content taught through the 
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Institute for Integrated Teaching in the Arts. Possible topics for future ThinkTanks 
include the following: 
 

• Building a 21st century Foundations Program 
• Entrances and Exits: Building a Path from High School to Art School to 

Profession 
• Time, Space, and Force: Creating a Foundations Program using Limited 

Resources  
• Creative inquiry and Critical Thinking 
• Partnerships and Alliances 
• Balancing Act: Strategies for Art Making for the Emerging Artist/Educator 
• Riding Shotgun: Senior Faculty Contributions to Foundations 
• Teaching with Technologies 
• Teaching as Theater:  Overcoming Stage Fright 
• Kicking Them Out: The Portfolio Gate 
• Hybrid Practices 
• A Whole New Mind: Visual Thinking for the Non-Art Major 
• Articulating Foundations: From 2-year to 4-year 
• Postmodern Pedagogy: Examining Curricular Content 

 
To join the conversation, visit http://thinktankarts.typepad.com/. 

 

 


