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Statement of Teaching Philosophy

I  believe  that  educating  means  empowering.  Effective  teaching  cultivates  awareness  of  how we 
receive and use knowledge, opening avenues through which to exercise intellectual citizenship. In 
teaching art history,  I prepare students to contribute unique voices to cultural  discourse and, in 
doing so,  to  recognize  their  social  and political  agency.  To that  end,  I  equip students  with the 
disciplinary  foundations  that  support  informed  conversations:  I  model  the  apprehension  and 
application of diverse art historical knowledge, I stimulate dialogue through active and collaborative 
learning, and I employ creative assignments that encourage reflection. With these skills,  I guide 
students  to  connect  their  ideas  to  personal  experiences  and wider  contexts,  demonstrating  how 
knowledge mediates their different places in the world. 

Learning art history begins with a foundation in visual literacy. To develop that foundation, I 
elucidate the methods and vocabulary with which to connect form, content, meaning, and context. I 
then demonstrate how to take apart the construction of scholarly arguments, guiding the synthesis 
and application of information. For example, after modelling an iconographic analysis, I ask students 
to consider why and how I applied that technique to a specific artwork; further, I ask students to 
consider what that choice of method teaches us (e.g. “how can we use iconography to understand the 
social function of religious painting?”).  Similarly,  I ask students to identify how authors describe 
artworks, noting how formal descriptions support an essay’s argument (“how does the author move 
from visual observations to wider contexts?”). I encourage students to be aware of those decisions 
when expressing their own observations and to better recognize and control how they form their 
own ideas (see appendix 3.5).

I treat the classroom as a space to experiment with ideas, particularly by exchanging the 
thoughts and impressions we experience studying art. For example, I give students time to write and 
share  responses  to  open-ended  questions  (e.g.  “did  these  artists  successfully  translate  their 
aspirations  into  artistic  techniques?”),  providing  opportunities  to  verbalize  abstract  ideas  and 
practice analytic thinking without the pressure of evaluation. Similarly, I ask students to organize 
themselves into groups based on their responses to questions like “which artist from today’s class did 
you like the most and why?” This activity allows students to compare the different ways they arrive 
at similar positions and to debate their choices. It also allows a diversity of perspectives to arise 
without grounding them in a correct answer, demonstrating that we have the power to take positions 
with our thoughts and opinions and to justify them in different ways.

To create  meaningful  assessments,  I  emphasize  reflection,  dialogue,  and critical  analysis, 
which helps students discover and question their own ideas. In lieu of didactic essays, I ask students 
produce a series of “critical journals” that respond to course readings in relation to lecture content 
(see appendix 3.1-3.3). This format has students synthesize academic texts, retain information, and 
develop a personal writing voice. As a multi-part assignment, this format also allows me to monitor 
progress and provide feedback on a progressive basis, helping students improve their work over time 
(students  reported  that  this  assignment  helped  them  to  engage  with  course  material  and  to 
synthesize readings; see anecdotal evaluations on pg. 14). My exams emphasize questions that ask 
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students to think across oeuvres and movements and to consider how historical narratives frame art 
history (see appendix 3.6). I prefer to remove art from an academic vacuum by demonstrating real 
applications of disciplinary and intellectual skills; e.g. “You are a curator at [a nearby museum] and 
have been hired to create a display on the following theme: […]. What five works you would choose 
and why? Consider how you will arrange these works and what art historical message their grouping 
makes.” The familiar and relevant scenario of visiting a local museum offers an accessible approach 
to the professional considerations of art historians; it also helps students understand how ways of 
displaying, viewing, and discussing art affect its meanings and functions.

I  value  under-used  alternatives  to  traditional  media.  In  addition  to  conventional  course 
readings, my syllabi include video and audio content as well as exhibitions (e.g. segments from Art21, 
a documentary series that features artists I discuss in class). I also designed a course where students 
create and share video essays rather than in-class presentations (see appendix 3.4).  This strategy 
teaches  innovative  forms  of  scholarly  communication  and  uses  a  flipped-classroom  model  to 
maximize  discussion  time.  That  course  also  incorporates  resources  like  PeerScholar  and  online 
message boards, which allow students to collaborate through peer-editing and mutual feedback. I 
also believe that social media is an important tool for introducing students to a wide variety content 
in their everyday lives.

Inclusive  content  is  key  to  valuable  learning  experiences,  and  I  stress  that  art  must  be 
accessible  to  all.  In  designing  courses,  I  seek  to  address  art  history’s  cultural  homogeneity  by 
highlighting important figures from outside the West as well as persons of colour and varied gender 
and sexual orientation. For example, I designed an “Abstraction in 20th and 21st Century Art” course 
that dedicates multiple classes to movements outside the Euro-American canon, and an “Art Since 
1900” course where half of all artists are women or non-binary persons. Having never experienced an 
art  history  course  with anything near  gender  parity,  I  believe  it  is  necessary  to  ameliorate  that 
historical imbalance, if only to open new avenues through which all students can participate in art 
history. I intend to demonstrate that who and what we choose to study has real social, political, and 
cultural  significance.  For  students,  grasping  that  agency  means  recognizing  their  power  as  a 
legitimate contributors to cultural discourse.

Given these beliefs, I aim for students to recognize the power they have in learning and to 
appreciate that studying art is a source of agency for all participants of cultural life. I stress that how 
we study has real consequences for the world around us and that art history is a contested terrain in 
which we all stake a claim. By teaching the skills one needs to study art with critical and conscious 
discernment, I strive to impart a reflexive awareness of one’s intellectual and social capabilities. That 
means  teaching  students  to  observe,  discuss,  and  write  about  art  in  ways  that  actualize  their 
individual and shared power as scholars. As I pursue a career in teaching, I hope the students I 
encounter can teach me how to best harness that power.
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Teaching Experience 

Teaching Interests  
My teaching interests encompass the art and visual culture of 1750 to present. I am prepared to lead 
a wide range of general and specialized courses in twentieth and twenty-first century art, including 
upper year and graduate seminars, and to supervise research in this area. I am also capable of leading 
art  history  surveys  as  well  as  general  courses  in  theory  and  methodology,  modern  architecture, 
cinema, and media.

Teaching Experience, University of Toronto, Department of Art 

Course Instructor

Course Semester Tasks

FAH 102 
Art and Ideas: Bodies and 
Embodiment

Summer 2018 • Course design  • Lecturing  • Leading in-class 
activities  • Grading  • Course administration 

• Office hours and student liaison  

FAH 245 
Modernism and Anti-
Modernism 1750-1900

Summer 2016 • Course design  • Lecturing  • Leading in-class 
activities  • Grading  • Course administration 

• Office hours and student liaison  

Teaching Assistant

Course Semester and Instructor Tasks

FAH 102 
Art and Ideas

Winter 2018
Dr. Joseph Clarke

Summer 2017
Dr. Jacquelyn Clements

• Grading  • Leading a 30 minute lecture

• Leading tutorials  • Grading  • Student liaison
• Exam invigilation

FAH 101
Monuments of Art History

Fall 2015
Dr. Christy Anderson

• Grading  • Student liaison  • Exam 
invigilation

FAH 246
Art Since 1900

Winter 2016
Dr. Nikolina Kurtovic

Winter 2014
Dr. Mark Cheetham

• Grading  • Student liaison  • Exam 
invigilation

• Leading review sessions  • Grading  
• Student liaison • Exam invigilation

FAH 245 
Modernism and Anti-
Modernism 1750-1900

Fall 2014
Dr. Jordan Bear

Fall 2012
Dr. Jordan Bear

• Grading  • Student liaison  • Exam 
invigilation

• Grading  • Student liaison  • Exam 
invigilation

FAH 289
Art Since 1945

Winter 2013
Dr. John Paul Ricco

• Leading tutorials  • Grading  • Student liaison
• Exam invigilation
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Guest Lectures and Educational Presentations

University of Toronto
FAH 262: Art and Visual Experience in Modern 
and Contemporary East Asia
April 3, 2018

• Guest lecture: “East Asian Art in the Global 
Contemporary and the Contemporary Global.”

University of Toronto
FAH 102: Art and Ideas
March 29, 2018

• Guest lecture: “Whose Streets? Contemporary Art, 
Urbanism, and the Use of the City.”

University of Toronto
SPA 2545: 21st Century Latin American Culture 
March 19, 2018

• Guest lecture: “¿Mexicanidad?: Experiences and 
Representations of Mexico in Contemporary Art.”

  (forthcoming)

University of Toronto, 
Undergraduate exam preparation workshop
March 28, 2017

• Lecturing  • Facilitating group activities and discussion

University of Toronto, 
Undergraduate exam preparation workshop
March 28, 2017

• Lecturing  • Facilitating group activities and discussion

The Power Plant Contemporary Art Gallery
“Sunday Scene” tour series
June 23, 2013

• Guided tour for Postscript: Writing After Conceptual 
Art

University of Toronto
FAH 246: Art Since 1900 
February 11, 2014

• Hour-long class lecture: 
“Minimalism and its Expanded History”
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Professional Training 

Centre for Community Partnerships, University of Toronto   2017 – 2018 
Participation in the “Community Engaged Learning Seminar for Doctoral Students,” an advanced, 
semester  long  seminar  (completion  anticipated  in  2018).  Includes  ongoing  collaboration  with 
community organization, The Leap. 

Centre for Teaching Support & Innovation, University of Toronto  2016 – 2017 
Advanced University Teaching Preparation Certification. Two year certificate program consisting of 
ten  workshops,  two  micro-teaching  practica,  production  of  a  teaching  dossier,  and  a  written 
reflection (completion anticipated in 2018).

Woodsworth College, University of Toronto     2017 
Completion  of  “Teaching  in  Higher  Education  500”,  an  advanced,  semester  long  seminar  on 
university pedagogy (2017).

Graduate Professional Skills Program, University of Toronto   2016 – 2018 
Certificate program consisting of 20 workshop credits (anticipated completion in March 2018).

English Language and Writing Support, University of Toronto  2016 
Completion of the following term-length seminars: 
• “Becoming a Better Editor of your own Writing” (fall 2016).
• “Oral Presentation Skills" (winter 2016).
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Workshops attended 

Title, program, and date Skills learned

Microteaching I: “Presentation Skills Builder”
Teaching Assistant Training Program
November 9, 2017.

• Organizing and presenting concise 
lessons  • Facilitating participation with 
minimal time  • Teaching general audiences

Microteaching II: “Effective Lesson Planning and Delivery”
Teaching Assistant Training Program
November 1, 2017.

• Organizing and presenting short lessons
• Incorporating a/v media in lectures
• Teaching general audiences

“Career Professionalism”
MITACS Step
October 3, 2017

• Workplace etiquette  
• Effective professional communication

“Creative Pedagogical Uses of Media”
Teaching Assistant Training Program
June 21, 2017. 

• Incorporating a/v material in lectures
• Alternatives to conventional readings

History of Art Teaching Workshop
University of Toronto, Department of History of Art
April 2017

• Addressing discipline specific teaching 
challenges  • Communicating teaching 
goals  • Alternative assignment formats

“Big Ideas on a Small Scale: Adapting Concepts and 
Trends in Teaching and Learning for your Classroom”

Teaching Assistant Training Program
February 10, 2017

• Establishing inclusive and accessible 
learning environments  • Developing active 
and experiential learning techniques

Teaching Tuesdays: What Use is the Survey?
University of Toronto, Department of History of Art

• Effectively designing introductory 
courses 
• Engaging students from outside 
disciplines

Demystifying Library Research for Your Students
Teaching Assistant Training Program
Oct 20, 2016

• Accessing and navigating collections
• Discerning appropriate research sources 
• Incorporating research into schoolwork

“Fostering Academic Integrity”
Teaching Assistant Training Program
Oct 5, 2016

• Techniques to pre-empt and discourage 
academic offences  • Appropriate 
strategies for dealing with academic 
offenders

“Course Administration for First Time CUPE 3902 
Unit 1 Course Instructors”

Teaching Assistant Training Program
April 26, 2016

• Developing effective and meaningful 
learning experiences  • Effectively 
addressing diverse students 
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“Making Your Syllabus Work for You and Your Students: 
Effective Course Syllabus Design”

Teaching Assistant Training Program
April 26, 2016

• Effectively communicating course 
information  • Establishing clear course 
policies and standards

“Assessment Design: How to Bring the Best Out of Your 
Students”

Teaching Assistant Training Program
April 26, 2016

• Designing meaningful assignments  
• Diversifying student evaluations

“History of Art Sessional Instructor Workshop”
University of Toronto, Department of History of Art
April 2016

• Addressing discipline specific teaching 
challenges  • Communicating teaching 
goals  • Alternative assignment formats

“Promoting Pedagogical Accessibility Through Universal
Instructional Design”

Teaching Assistant Training Program
March 22, 2016

• Establishing inclusive learning 
environments  • Prioritizing accessibility 
over accommodation

“Active Learning in Discussion-Based Classrooms”
Teaching Assistant Training Program
March 15, 2016

• Group activities and strategies for 
classroom interaction  • Experiential 
learning techniques

“Skills of Communication”
MITACS Step
March 14, 2016.

• Effective verbal presentations. 

“Accessibility 101: An Introduction to Accessible Teaching and 
Learning at the University of Toronto"

Teaching Assistant Training Program
March 1, 2016

• Establishing inclusive learning 
environments  • Prioritizing accessibility 
over accommodation

“Preparing Your Teaching Dossier”
Teaching Assistant Training Program
February 23, 2016

• Reflecting on teaching strengths, 
achievements, and concerns. 
Communicating teaching goals.

“‘Where Did I Lose Marks?’ Changing The Conversation On 
Grading And Feedback”

Teaching Assistant Training Program
February 5, 2016.

• Effective strategies for constructive 
feedback  • Effectively responding to 
aggrieved students
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Teaching Evaluations  and Feedback 

FAH102: Art and Ideas: Bodies and Embodiment (course instructor, summer 2018) 
This was an intensive summer course (twelve classes and five pairs of tutorials over six weeks) with 
an enrolment of 50 undergraduates, almost all of whom were non-art students taking the course as 
an elective.  As the History of Art Department’s  introductory survey,  I designed the course as a 
critical introduction to the history and study of art, built around a theme of my choice.

Course evaluations (statistical) 
These results indicate significant improvement since my first experience as a course instructor and 
since  completing  teaching  training  courses.  Reviews  show a  jump from middling  to  markedly 
positive ratings, indicating greater course design, performance, and engagement with students.

Course evaluations (anecdotal) 
In addition to anecdotal reviews in official evaluations, I requested solicited written feedback after 
the final class. I asked students to note what they liked or did not like and to consider how they may 
see themselves  using ideas  from the course elsewhere.  This  feedback was by and large positive, 
showing appreciation for the structure and content of the classes. Many offered helpful suggestions 
for improvement, though there were not certain recurring issues that stood out. The following are a 
selection of comments that stand out. 

Text in brackets is my own. All comments are otherwise sic.

Criterion Mean rating (out of 5)

I found the course intellectually stimulating ||||||||||||||||||||||||||||||||||||||||||||||||||  3.7

The  course  provided  me  with  a  deeper  understanding  of  the  subject 
matter |||||||||||||||||||||||||||||||||||||||||||||||||| 4.3

The instructor created an atmosphere that was conducive to my learning |||||||||||||||||||||||||||||||||||||||||||||||||| 4.0

Course  projects,  assignments,  tests,  and/or  exams  improved  my 
understanding of the course material |||||||||||||||||||||||||||||||||||||||||||||||||| 4.0

Course projects,  assignments,  tests  and/or  exams provided opportunity 
for me to demonstrate an understanding of the course material |||||||||||||||||||||||||||||||||||||||||||||||||| 4.1

Overall, the quality of my learning experience in this course was… ||||||||||||||||||||||||||||||||||||||||||||||||||  3.6
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• Doctor Bacal was a very good Professor who genuinely cared not only about the subject, but in 
ensuring a quality experience for students. He made it known that if we have any issues, we can 
email him, and he always responded quickly and efficiently. He is a very organized Professor as well 
and always posted lecture slides, test reviews, etc. Overall an amazing Professor.

•  The professor is  well  prepared course materials  before class,  identified the objectives for each 
classes and updated promptly on [the course site]. Provided all materials endlessly. Very dedicated 
and motivated to ensure a boring art class to be fun. It totally change my attitudes towards art and 
greatly improves my written skills. Highly appreciated!

• Both Doctor Bacal and Samantha the teaching assistant were very helpful and understanding if I 
ever needed any assistance. The amount of kindness and assistance they showed me shocked me. 
They were both very kind teachers, and offered solutions for participation when I informed them of 
my health concerns and inability to attend lectures because of it… I was overall very pleased with the 
assistance offered to me throughout this course.

• The quality of instruction in this course was very well organized, and I never had a problem in 
understanding an assignment.  Prof Bacal  was also very open and approachable to questions and 
concerns which made the course even better and easier to understand.

• Both the instructor and the TA were very accessible when asking for help. They were very diligent 
in posting material on [the course website] and asking for and responding to feedback.

• Overall I found the quality of the instruction in this course to be excellent. The professor and the 
teaching assistant clearly had a good grasp on the material, and they did a very good job sharing their 
knowledge with the students in an entertaining and informative way.

•  Professor  Bacal  was  a  great  professor!  The format of  the lectures  as  well  as  the participation 
opportunities we had made the class engaging.

• He was great, especially for a new professor. The things taught in course were very open–ended and 
up to interpretation, but Bacal managed to give good perspective on a wide number of topics. As an 
intro course, I felt like he covered everything quite well. I especially liked his angle on bodies (the 
theme of the course), as it could easily have been dry in terms of content. He also brought in modern 
perspectives of art, which is not something you see very often with art history courses.

• Overall, a very fresh way of teaching a art history course (I’ve taken many in the past). I enjoyed it 
thoroughly and thought going through topics instead of chronologically made it more interesting….

• I enjoyed the flow of the lectures; use of detailed graphics, videos, pictures, and explanations.

• I have taken several art history courses before as a Art History student, but literally this is the most 
interested course I have ever take :). It gives me a brand new idea of the art history and human body.

• This course has definitely taught me to actually go beyond just staring at a piece of artwork and saying 
“wow, that is nice.” Now I feel like I have a better understanding of different kinds of artwork and 
their significance… Overall, I truly enjoyed this course and hope to take future courses i art history!
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• I very much enjoyed your unique take on teaching art history through subject matter rather than 
time. 

• I can see myself using the ideas and theories that we learned about in my own artwork and further 
in my career within art.  

• I plan on using a lot of the info I learned - I’ve already lectured a few of my friends haha. 

• Learning the tools to effectively compare two things is always useful! Besides this, the course has 
taught me how to effectively view/analyze an art piece.

• I really liked that the course gave me the lens I needed to look at art critically.

• {The course] also enrich[ed] my vocabulary and identified the key elements for an effective writing 
skills. 

• I enjoyed the visual analyses because it made me approach art in a way I never have before. 

• Definitely helped me try to be more descriptive with my writing + expanded my vocabulary. 

• The comments/stories were insightful and made me think about my own experiences. 

• My favourite assignment was the self-portrait. I really enjoyed creating a ‘hypothetical’ piece of 
artwork using theories and idea that we learned about in class. 

Additional feedback 

• The syllabus is innovative and excellent. 
- Prof. Christy Anderson, Chair of Undergraduate Studies.

The following is  an  unsolicited email  that  the  teaching  assistant,  Samantha Chang,  sent  to  the 
Undergraduate Chair and later shared with me.

• I also wanted to write to you about Ed Bacal. I know there is no platform for TAs to give feedback 
about their CIs, but I wanted to let you know how fantastic Ed was teaching FAH102 this semester. 
His weekly trivia questions and active learning activities made every lecture truly enjoyable for the 
students. I heard from more than one student about how they enjoyed the activities even though 
they normally hated speaking up/participating in class. Ed incorporated current events and humour 
in his lectures, thus making the material approachable for the students. He was also very organized 
and made my job really easy by providing me with clear expectations, timelines, and freedom to try 
things out in tutorial. I was also very grateful that he gave me the opportunity to teach the last 
lecture of the course and allowed me to choose the topic. On that note, since my lecture was on 
monsters in art, a number of students asked if this topic would ever become a full-semester course in 
our  department.  (Feasible?)  Finally,  in  the  final  class,  Ed displayed  a  slide  listing  out  all  of  the 
undergraduate art history courses being taught in 2018–19 and students were writing down potential 
courses to take in the upcoming academic year. An excellent strategy in promoting our department.  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The following is a handwritten card that a student personally addressed to me following the course. 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FAH246: Modernism and Anti-Modernism, 1750-1900 (course instructor, summer 2016) 
This was an intensive, lecture-based course (eleven classes in six weeks) with an enrolment of 50 
undergraduates. It was my first experience independently designing and leading a course. 

• Nb! Most of my teaching training occurred after this course, precisely because I sought to improve 
upon  areas  of  weakness  addressed  here  (namely,  providing  clear  instructions,  engaging  student 
interest, and strengthening the quality of communication with students).

Course evaluations (statistical) 
As a first time instructor, these results accurately reflect a concerted albeit flawed effort in designing 
and leading  a  course.  Comments  accompanying  these  scores  were  mostly  favourable  in  tone  or 
helpful in their suggestions, identifying room for improvement.

Course evaluations (anecdotal) 
In addition to anecdotal reviews in official evaluations, I requested solicited written feedback after 
the final class. I asked students to list their favourite class and to describe what they got out of the 
course, including anything they did or did not like. From those evaluations, the following selection of 
comments stand out. Overall, there was little consensus on what class students liked the most and 
the least.

Text in brackets is my own. All comments are otherwise sic. Italicized text denotes my responses to 
comments.

Criterion Rating (out of 5)

I found the course intellectually stimulating ||||||||||||||||||||||||||||||||||||||||||||||||||   3.3

The  course  provided  me  with  a  deeper  understanding  of  the  subject 
matter ||||||||||||||||||||||||||||||||||||||||||||||||||  3.6

The instructor created an atmosphere that was conducive to my learning ||||||||||||||||||||||||||||||||||||||||||||||||||  3.4

Course  projects,  assignments,  tests,  and/or  exams  improved  my 
understanding of the course material ||||||||||||||||||||||||||||||||||||||||||||||||||  3.3

Course projects,  assignments,  tests  and/or  exams provided opportunity 
for me to demonstrate an understanding of the course material ||||||||||||||||||||||||||||||||||||||||||||||||||  3.5

Overall, the quality of my learning experience in this course was… ||||||||||||||||||||||||||||||||||||||||||||||||||  3.1
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Educational value 
• Overall, I thoroughly enjoyed this course on modernism. As my first entry into art after 1700, I 
liked how it delved into social relations and the larger contexts of the art. I would have liked to see 
more information objectively about the art and a bit more detail about the pieces, but I did enjoy 
learning about different perspectives of the themes that were not just from a white male lens, but 
talked about the role of women, minorities, and colonization/inequality… Overall, I really enjoyed 
this course and it has given me a good foundation for art since 1900. I had fun - thanks for making 
the course enjoyable and approachable - hope to take another one of your courses in the future

This is exactly what I was hoping for, so I’m glad I made this happen for at least one student.

• Overall I found the course to be broad, informative and engaging… I’d definitely recommend the 
course to any budding art  enthusiast  at  UofT. I enjoyed the course very much overall  and look 
forward to future encounters with modernity in the context of other art courses I take here at UofT.

• I think overall this class has taught me a lot about the beginnings of modern art because I had not 
much previous knowledge on those periods of art. I liked the structure of class with the lecture and 
activities. Thank you for a great course!

• I had come from a background of French and German literature and so your course added to my 
understanding of the cultural currents in 19th century Europe. More, having no background in art, I 
came to appreciate the nuances in the shifts in artistic creativity from the French Revolution to the 
edge of the twentieth century. [Unsolicited feedback via email].

•  I  think your lecture on [Romanticism and Realism]  helped me appreciate these periods more 
because I was only ever interested in Impressionism and Post-Impressionism, so I am excited to take 
this newfound passion outside of class. Thank you for a great few weeks. 

•  This  class  was  very  well  done  compared to  various  classes  I’ve  taken in  my undergrad  so  far 
considering it’s very short time frame. The course I found was very survey-like but touched on very 
interesting scholarship that I wouldn’t expect from a survey course.  

• What I liked most about the class was connecting art to social conditions of the time because it 
makes the works so much more interesting.

• The class structure is effective in a way that the lectures are less on the timeline of art, rather more 
on  how  different  artists/art  evolve  from  depicting  subjects  through  overarching  themes  of 
representation to interpreting or translating them from their own perspective to initiating social 
change through art and design. 

• The overall course was interesting and a great learning experience for me.

• Altogether a great, informative class.

• Overall it was an informative art history class.

• We talked a lot about what famous critiques [critics] thought about the art pieces, but I wish we 
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had more class discussion about our interpretations of them.

I do too! I think that part of doing more with less means giving more opportunities to students to do this work.

Instruction and presentation 
• You create a warm and welcoming learning environment and I enjoyed how you encouraged in-class 
participation.  For  your  future  classes,  try  to  deliver  course  material  with  more  certainty  and 
confidence. It’ll engage the class in ways you’ve never imagined.

• the instructor did a very good job in covering the salient themes in an understandable, although 
sometimes too vague, way.

• Sometimes it was difficult to fully understand some of the quotes - some of the vocabulary was a 
bit challenging - but that could also be a good thing.

Indeed, I chose quotes because they were dense, in order to more carefully unpack them. It would help to clarify 
this intention.  

• For future classes, I would suggest that he add more to his slides. His lectures were a bit wordy, 
which was fine, but I would have appreciated some key words so I knew what was important. 

I think the wordiness part is a good point, and I could do more close looking and impression based response with 
the class. I like the keyword thing, although I kind of did that with definitions.

• I felt that this course was challenging because there were a lot of materials that needed to be read 
in a short amount of time and journals were needed to be handed in often. But I felt like, through 
that, I learned a lot of new artists in different movements.

• Great sense of humour and jokes throughout lecture was awesome though.

Readings 
• I actually really enjoyed the way you formatted the class… I generally found the articles you cited 
controversial and thought-provoking (they made me think about certain themes in a way I hadn’t 
before).

• I cannot choose a class that I enjoyed more because every one was excellent. I loved the pace and 
your clarifications. I liked the journal assignments… My only stipulation is that some (not all) of the 
readings were quite dense, but that isn’t something that can be helped.

• Class itself could be less reliant on the reading materials and be more subjective. That being said, I 
don’t  think  there  has  been  a  particularly  bad  lecture.  Course  in  general  could  use  some  more 
multimedia material. The visual aspect of art history is not very coherent.

• I felt that more emphasis was placed on the articles as opposed to the art. I sometimes felt like the 
lectures were more about the readings as opposed to the particular movement we were studying, and 
I feel like I know more about what said author thought than what an actual movement was about.…
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[The readings] were hard to understand and they were too long.

It would probably help a lot to clarify what I’m teaching and how I’m teaching, namely that it’s not a survey style 
class, nor even necessarily about movements, even if that’s how the class is organized. I’m thinking of including a 
“what this class isn’t” section in a syllabus to help clarify. I acknowledge that I talked a lot about the readings, but 
I’m not sure I see that as a problem, but acknowledge that my approach to the readings, from a more “informed” 
perspective may cloud the fact that students might want more base level information before approaching that 
point. I think the readings were long and they were hard, but I doubt I’ll find something good that’s easier and 
touch on the  range  of  ideas  I  want  to  cover.  Some I  wonder  about… whether  it’s  worth keeping things  like 
Griselda Pollock, which are so important and relevant but hard. Again, I think this means changing expectations 
for how to approach readings. 

Assignments and evaluation 
• What I liked about the course was that there were critical journals that forced us to read the 
articles and stay on top of the readings. Also, I liked that many of the lectures are connected to each 
other in some aspects. Makes things easier to remember.

• … the feedback received for each journal was very helpful, in allowing to improve in the next set of 
journals.

• I also thought the critical journals were good in that it kept me engaged w class materials and it 
already feels like I’ve started studying for the exam just by completing the assignments. 

•  Although  the  journals  seemed  rather  unorthodox  at  first  they  definitely  helped  the  readings 
resonate better with me which will prove incredibly useful when it comes time to write the exam.

•  The format of  the assignments  made it  a  good way to learn,  and on top of  that  you explain 
concepts very well.

• Suggestion for the future in this respect: maybe pose a set of questions, and have the students 
answer a question or two that way they demonstrate knowledge of the material through concisely 
answering the questions. Something like the exam essay questions for example. 

I think this last point is an excellent idea: add specific questions to things like journals—as well as readings!—to 
help orient students in approaching assignments and articles. Having a few questions for each week would go a 
long way.
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FAH102H1: Art and Ideas (Tutorial Leader, Summer 2017) 

The  following  is  unsolicited  feedback  (via  email),  regarding  a  set  of  three  tutorials  for  an 
introductory art history survey. All sic. 

• …Anyways in regards to the tutorials overall I thought they were really helpful and informative for 
creating a solid foundation for our the three papers we were required to complete during the course. 
Your overall  style  and methodology of  teaching really  clicked well  with me during the sessions, 
However one thing I personally wish there was more of during the tutorials would have been a small 
section of time devoted to reviewing previous lecture material, I feel it would have given me and 
many other students better retention of the lecture material. However given that there were only 
three sessions and the lectures are so close together I do not know if implementing lecture reviews 
during summers school is even possible. During the exam review tutorial you went over what is 
expected of university students on an exam in a way that made sense and it didn't feel forced or half-
baked  as  some  of  my  previous  TA’s  did  most  likely  not  by  choice  but  most  likely  in  fear  of 
downplaying an exam. From your tutorials I feel confident going into the exam and I felt confident 
in handing in my papers,  although at sometimes you spoke quietly at the beginning of the first 
tutorial your voice was always audible, however I do not doubt that with more practice in tutorials 
you will overcome that…
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Microteaching Evaluation (Teaching in Higher Education 500): “Undergrad Art History 
Exam Workshop,” March 28, 2017 

This  was  a  workshop  I  independently  organized  and  led  for  undergraduates,  on  the  theme  of 
effectively writing art history exams. The following is a summary of peer-evaluations conducted as 
part of Teaching in Higher Education 500, a doctoral seminar on university pedagogy, with observers 
Killian McCormack and Jairan Gahan (See Appendix for full reviews). 

Personal summary evaluation.

Having received fairly opposed reviews—one was all but positive, the other largely critical, often 
regarding the same things—it was difficult to distill salient points. I spent both too much and not 
enough time on questions and answers, did and did not discuss examples clearly, and did and did not 
sufficiently  elaborate  key  concepts.  That  said,  both  reviews  liked  the  activities  I  conducted, 
appreciated how I opened the lecture, and noted that I made good efforts to connect with students. 
An  apt  recommendation  is  to  present  an  comprehensive  agenda,  stick  to  it,  and  clearly  signal 
transitions in topics and activities. I also received very positive feedback on my use of visuals. In my 
own estimation, the main challenges (or anxieties) I have in leading classes are the following: clearly 
communicating exactly what I want students to address or to do in activities; using filler words and/
or tripping over my speech; encouraging cooperation among the class. Neither review seemed to 
stress  these  points—although  one  acknowledged  my  use  of  filler  words—which  is  reassuring.  I 
recognize  now a  skill  to  improve  is  in  establishing  clearer  links  between  students  and  myself 
regarding  the  organization  of  the  lecture/activities,  and  to  make  sure  we’re  on  the  same  page 
throughout the class. 
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Microteaching  Evaluation  (TATP):  “Microteaching  I:  Presentation  Skills 
Builder,” November 9, 2017. 

This  was  a  workshop  in  which  myself  and  four  other  doctoral  students  gave  five  minute 
presentations. Below are evaluation summaries from peer-feedback forms that the other participants 
and two teaching instructors shared. All categories are taken from the form.

For this presentation I talked about David Hammon’s performance piece Bliz-aard Ball Sale. I began 
with an image of the work and asked the audience to describe or guess what’s happening in the 
image; I then elaborated upon the work ad described why it is important, distilling it to four key 
points; finally,  I asked the audience for final thoughts or questions.

Nb. Not everyone filled out every box, hence discrepancies between the number a marks in each row.

Needs Work Needs Work-
Good

Good Good-
Excellent

Excellent

Lesson Organization

Introduction ⓧ ⓧ ⓧ ⓧ ⓧ 

Body ⓧ ⓧ ⓧ ⓧ 

Pacing ⓧ ⓧ ⓧ ⓧ 

Time Management ⓧ ⓧ ⓧ ⓧ 

Conclusion ⓧ ⓧ ⓧ ⓧ ⓧ 

Comments • Delivery of info and brief definitions were effective. 

Presentation Skills

Voice Production ⓧ ⓧ ⓧ ⓧ 

Energy Level ⓧ ⓧ ⓧ ⓧ 

Physical Movement ⓧ ⓧ ⓧ ⓧ 

Verbal Pacing ⓧ 

Delivery ⓧ ⓧ ⓧ ⓧ 

Eye Contact ⓧ ⓧ ⓧ ⓧ 

Comments •  Delivery of info and brief definitions were effective.

Audience Interaction

Generates Questions ⓧ ⓧ ⓧ ⓧ ⓧ 

Quality of Questions ⓧ ⓧ ⓧ ⓧ 

Response Time ⓧ ⓧ ⓧ ⓧ ⓧ 
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Needs Work Needs Work-
Good

Good Good-
Excellent

Excellent

Active Listening ⓧ ⓧ ⓧ ⓧ 

Quality of Responses ⓧ ⓧ ⓧ ⓧ 

Use of Examples ⓧ ⓧ 

Comments • Liked the activity asking us to interpret what is happening in the photo
• Can we engage more differently?

General Comments

Strengths • You clearly understand the q’s you want to interrogate and the relevance 
of the art material.  It is very easily presented and you have a rather 
measured tone.

• When asked direct, contextual questions, your skill and practice with 
the material clearly manifests. This is a strength, and use it to structure 
the content/delivery. 

• Signposting. great job outlining your points
• The introduction / opening hook promotes the audience’s interest.
• Voice pitch and pace were good. 
• Very interesting context - I like how you manage to engage a broader 

conversation about art.
• Open questions are very interesting to draw students in.
• Transition questions are great, since perhaps many students have the 

similar questions. 
• I thought you were very engaging and by starting out with sharing the 

picture  and  asking  what  the  class  thought,  you  got  the  students 
interested. Good way to draw students in. 

• Liked that you distilled it down to 4 points that were clear, and you 
were able to speak to them well.

• Your pacing was good, you spoke clearly, but a little fidgety (not too bad 
though!)

• I thought your slides were pleasant to look at. They weren’t cluttered. I 
thought you used images effectively, as well. 
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Suggestions for 
Improvement

• …I think the [ability to generate] participation, if an issue, turns on the 
speed and depth you expect of the participation. 

• Your answer was strongest v-a-v the four points present in fairly rapid 
succession

• Sign-posting
• Avoid relying/reading from tablet.
• Final thoughts or questions - maybe suggest one?
• Frame this more braodly - what are we going to do? Why? Why does 

this matter? You spoke to this in your answer to the question, but lay 
the groundwork so the significance matters and the critique this artist 
is making. 

• Think about your speed and gesture - you go slowly and emphasize a lot 
with your body, but it doesn’t suggest comfort - can you move in the 
room. Release your grip on the tablet?

•  Can you  modulate  speed?  Types  of  sentences?  Think about  ways  to 
break up your talk so you have a break in the patterns that make you 
uncomfortable. 

• It would be good if you read off your slides less (even though I know 
this is hard to do)

• It is clear that you have a solid understanding of your chosen topic. I 
think some pieces around your discussion of why this artwork matters/ 
why  it  is  a  good  artwork  could  be  deepened.  Elaborating  on  those 
points could really drive home the central point of your presentation.
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Microteaching  Evaluation  (TATP):  “Microteaching  II:  Effective  Lesson 
Planning and Delivery,” November 1, 2017. 

This  was  a  workshop  in  which  myself  and  three  other  doctoral  students  gave  fifteen  minute 
presentations. Below are evaluation summaries from peer-feedback forms that the other participants 
and two teaching instructors shared. All categories are taken from the form (nb. most evaluators did 
not add ratings for each criterion, hence discrepancies between the number of marks in each row).

For this presentation I discussed the politics of minimalist art. I started by showing a short video 
about Hans Haacke’s Condensation Cube and asked the audience to reflect on whether they think this 
work can be “political  art.”  I  then gave a brief  overview of the history of minimalist  sculpture, 
discussed  some  contemporary  examples,  and  concluded  by  asking  the  audience  if  their  initial 
impressions or opinions had changed since the start of the presentation. 

Nb. Not everyone filled out every box, hence discrepancies between the number a marks in each row.

Needs Work Needs Work-
Good

Good Good-
Excellent

Excellent

Lesson Organization

Introduction ⓧ ⓧ ⓧ

Prior Knowledge ⓧ ⓧ ⓧ 

Body ⓧ ⓧ ⓧ ⓧ 

Modelling ⓧ ⓧ ⓧ 

Internal Summary ⓧ ⓧ ⓧ 

Timing and Pacing ⓧ ⓧ ⓧ 

Content ⓧ ⓧ ⓧ 

Checks for 
Understanding

ⓧ ⓧ ⓧ 

Conclusion ⓧ ⓧ ⓧ 

Comments • Terminology - would be great if they were provided in notes or on slide. 
• Maybe talk at the beginning today’s focus.

Discussion Facilitation

Body Language and Tone ⓧ ⓧ ⓧ 

Discussion Management ⓧ ⓧ ⓧ 

Problem Solving ⓧ ⓧ 

Active Listening ⓧ ⓧ ⓧ 
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Quality of Responses ⓧ ⓧ 

Comments • The final question is already complex and debatable - maybe include a prior 
question (easier to warm up the students)

Effective Questioning

Generates Questions ⓧ ⓧ ⓧ 

Quality of Questions ⓧ ⓧ ⓧ 

Response Time ⓧ ⓧ ⓧ 

Listening ⓧ ⓧ ⓧ 

Quality of Responses ⓧ ⓧ ⓧ 

Comments • You step backwards quite often. Do[es] not bother me, just wonder if you 
notice.  

Supporting Materials/Teaching Aids

Handouts ⓧ 

Visual Aids ⓧ ⓧ 

General Comments

Strongest element(s) of 
the lesson

•  Visual aids and pics used helped to support and clarify efficiently the 
abstract ideas in the lesson.

•  There was a clear agenda that followed in the lesson. 
•  The use of pictures was great. 
•   Slides and descriptive -  mostly from teacher explanation during the 

lecture.
•  Slow pace is perfect for this type of lecture - well done!
•  Great outline at the beginning (4-content)
•  Great pace for concluding lessons.
•  The lesson is organized by time, as time passes, lesson also moves on.
•  I liked the very clear agenda at the start 
•  good pace
•  logical progression of art (and more so, ideas)
•  clear slides
•  Visually attractive, lots of images
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Suggestions for 
Improvement

• …I think the [ability to generate] participation, if an issue, turns on the 
speed and depth you expect of the participation. 
• Your answer was strongest v-a-v the four points present in fairly rapid 
succession
• Sign-posting
• Avoid relying/reading from tablet.
• Final thoughts or questions - maybe suggest one?
• Frame this more broadly - what are we going to do? Why? Why does 
this matter? You spoke to this in your answer to the question, but lay the 
groundwork  so  the  significance  matters  and  the  critique  this  artist  is 
making. 
• Think about your speed and gesture - you go slowly and emphasize a lot 
with your body,  but it  doesn’t  suggest comfort -  can you move in the 
room. Release your grip on the tablet?
•  Can you  modulate  speed?  Types  of  sentences?  Think about  ways  to 
break up your talk so you have a break in the patterns that make you 
uncomfortable. 
• It would be good if you read off your slides less (even though I know 
this is hard to do)
• It is clear that you have a solid understanding of your chosen topic. I 
think some pieces around your discussion of why this artwork matters/ 
why it is a good artwork could be deepened. Elaborating on those points 
could really drive home the central point of your presentation.
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Teaching Log (excerpted and abridged) 

FAH289: Art Since 1945 (Tutorial Leader, Winter 2012) 

This was a ten-part, weekly tutorial for a second year course, which occurred in the first year of my 
PhD.  It  was  my first  experience  teaching  and I  had  basically  no  training.  I  led  3  back-to-back 
tutorials, each with roughly 20-30 students, immediately following a 9-11AM lecture in Mississauga. 
Each tutorial was in a different room and two were in different buildings, leaving no time before or 
after each tutorial. I balanced tutorials with course work while struggling with a depression that 
lasted the entire semester. It was not an ideal introduction to teaching.  

In sum: 

Keeping in mind the inopportune and demanding schedule of this  assignment,  I  reflect on this 
assignment with several regrets but I have also learned a lot from mistakes. In short: it doesn’t work 
to replicate what worked for me as a student in tutorials. One can’t always give students the benefit 
of the doubt (that they’ve read materials, that they understand what you’re telling them, or that 
they’re comfortable talking about the course. It’s important to create an environment where they’re 
there not out of a sense of obligation but because they feel it’s worth their time to expand their 
knowledge about the course. 

What worked:

• Game formats (e.g. "Is this a minimalist sculpture?").
• Give them incentive to participate (e.g. "I'll dismiss the class after I get five different responses").
• Showing video/film clips and discussing them (e.g. Paris is Burning).
• Asking students to take a side (e.g. "Michael Fried: Friend or Fiend?").

What didn't work: 

• Lecturing!
• Asking questions about the readings (more often than not they didn't read them).
•  Asking "any questions?"  or  asking students  to ask about things  from class/readings  they don't 
understand (they usually were too reticent to do so).
• Pulling up unplanned examples from google (too time consuming and distracting).

Ideas on how to improve tutorial strategies:

• Get everyone to have a name card so you can learn names and address students accordingly.
• Take notes on what students say in class (even if you don't write anything down, it signals that you 
care about what they have to say).
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• Sit with, or move among, students if possible. Don't be the centre of attention all class.
•  Give more incentives for them to participate (e.g.  give small  prizes related to the course,  e.g. 
postcards of works discussed in class] for participation or games).
• Encourage students to make mistakes and to voice what they don't know. Emphasize that tutorials 
are a dedicated place to do this.
• De-emphasize the TA's "expert" status. Play ignorant.
• Bring in examples from pop-culture to make things relevant to them, and to stress that course 
material doesn't exist in a vacuum.
• Have a dedicated class Twitter/Facebook feed, post links to online content (e.g. YouTube videos) 
related to course content.
• Don't overexert yourself in order to cover everything. Take your time and do more with less.
• Anonymous discussion (have students write out responses on a card, redistribute the cards among 
the class, and have students read out notable comments).

FAH245:  Modernism  and  Anti-Modernism,  1750-1900  (Course  Instructor,  Summer 
2016) 

This was an intensive, lecture-based course (eleven classes in six weeks) with an enrolment of 50 
undergraduates. It was my first experience independently designing and leading an course. 
• Nb! Most of my teaching training occurred after this course, precisely because I sought to improve 
upon areas of weakness addressed here.

Class 1 (Intro)  

Not bad,  more lecturing and less  time than I anticipated.  Forgot to cover certain small  details, 
messed up the order of some other things.  Biggest mistake:  not distributing hard copies of the 
syllabus.

What worked: 

Having an introduction section. Asking people about slides before identifying them. Elaborating on 
things written down in the syllabus. I seem to expound on a lot in less formal terms.

What didn’t work:

Going  over  the  syllabus  together:  too  much  reading  without  breaks.  When  I  spoke 
extemporaneously, I’d often cover material I’d planned to go over shortly after, and would would then 
catch myself off guard or would be repetitive.
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Class 3 (Revolution and Reaction) 

Class was OK. I didn’t expect my class notes would get so long, so I didn't anticipate getting through 
all the material (today confirmed, remarkably closely, that 4,000 is the ceiling for a 2 hour class). I 
have about ten minutes to cover at the beginning of the class,  but fortunately the discussion of 
Gericault dovetails with a discussion of romanticism. Going to the end of course meant there was no 
discussion  period  or  activity,  which  I  regret.  Too  much  straight  up  lecturing  without  a  break. 
Students by and large seem unresponsive to a lot of questions. I have no idea to what extent I’m 
commanding their attention. I tend to get kind of repetitive, using the same few terms over and 
over, and I think this is probably helpful, because it hammers certain points home, but I also don’t 
know if it gets annoying. I also find I second guess things I thought when preparing notes—witty 
remarks or more eccentric comments—and get self-conscious and kind of deliver them without as 
much animation. Many students still seems a bit unclear about what the journal entry is supposed to 
look like. 

What worked: 

Not just reading quotes and moving on, but stopping to elaborate on them, and also repeating the 
key points. 

What didn’t work: 

Stopping to look up a slide I didn’t have in my carousel. I looked it up on google, which didn’t make 
sense because I could have done it in FADIS. This seemed more disruptive and distracting than 
anything, and threw off my rhythm and made me nervous—I suspect it would have been better if I 
just didn’t show it, or found a break to do so (e.g. questions), or even just announcing something like 
a minute long break so I could take my time and reorganize myself. 

Assignment 1

Before the due date I wrote the following: “regardless of how clear you make instructions, and how 
many times you address potential causes for ambiguity, a significant number of students will  ask 
about it all the same. It would consider it an inevitability that is impossible to preempt.” Having 
looked  at  the  assignments  now,  I’m  a  little  shocked  at  how  many  people  didn’t  follow  the 
instructions,  and have  taken it  upon myself  to  re-interpret  the  assignment  instructions.  In  this 
respect  I’m starting  to  appreciate  my  choice  of  having  staggered  due-dates,  because  this  gives 
students a change to make mistakes, and for me to still be lenient in grading them (that said, I’m not 
sure  what  to  do with  students  that  submitted incomplete  entries).  I  think it  will  build  a  good 
learning curve  such that  I  anticipate  strong entries  by  the third set  of  journals.  That  said,  I’m 
disappointed but not surprised at the extent to which many (most?)  people simply reiterate the 
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lecture content, and so will make clear that I privilege original readings. Otherwise they were pretty 
good: clearly written (save for the ELL students and some others), generally correct, not too many 
problems in terms of not citing or plagiarizing (I’m pleased that this is not an assignment that lends 
itself easily to plagiarism… save for one journal that, in part, was written with excellent english, but 
seems like it comes from someone that didn’t really understand the material, making me think there 
was some kind of outside help, perhaps from a non-legitimate source???)

If I were to teach this class again: 

I  would, from the outset, highlight my approach as one that leans more on social history, and to 
explain what that means within art history. I did this in the first class by explaining the article as an 
example of iconography, but I never really did it after that. I’d also start the course by explaining the 
different ways of approaching the discipline (stylistic, iconographic, social-historical, feminist, etc.) 
to offer more of a sense of how we discuss these things. 

A general things to do is identify my weaknesses as a lecturer and play off them for better effect. I 
think I’m not an especially clear or fluid speaker and often stumble over my words, say the wrong 
thing, or lose syntactical flow. I think having quotes written on slides may be a good way of avoiding 
this, but I wonder if there’s ways to adapt my lecture style to these flaws. But also just be honest: tell 
the class you’re not the best lecturer and that you’re fidgety, and set a more level exchange. 

In thinking about what I want students to get from this course, it’s become clear I don’t especially 
care if they forget the facts, names, and images I’ve told or shown them. I am far more concerned 
that they retain and build upon the critical thinking, writing, and viewing skills I’ve tried to teach: 
how to read critical scholarship, how to view images as more than passive objects for “appreciation,” 
how to question the assumptions that art makes and that people make about art. I’m guessing in 6 
months they’ll probably forget most of the details from the course, and I doubt the world will suffer 
if  they  don’t  remember  Seurat  developed  pointillism  in  the  late  1800s,  or  forget  various 
interpretations of certain artworks, or forget who’s who in 19th century art. I do care if I haven’t 
changed the way they think about  art  or  its  functions.  I’d  like  to  think this  course  has  taught 
students that artworks are never neutral, that thinking about art means thinking about social and 
political realities that connect to the present, that they have agency in thinking critically about art, 
and that art history is not a set of disinterested facts set in chronological order.
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FAH102H1: Art and Ideas (Tutorial Leader, Summer 2017) 

This was a three part tutorial for a introductory art history survey course. Each tutorial included 
roughly 20-25 students.  

I  feel  that,  in  addition  to  knowing  far  more  about  teaching,  I’ve  adopted  a  better  attitude  to 
teaching. Talking to the instructor, I sense she feels jaded about the class’ overall competence and 
willingness to put in effort,  in the same way almost every course instructor is  at  some point.  I 
wonder  how teaching  changes  when  you  distance  yourself  of  the  feeling  (because  I  think  it’s 
something everyone feels, even if we don’t think it) that the class’ “sub-par” contingent is in some 
way  inhibiting  your  teaching;  to  see  students’  difficulties  not  as  something  to  overcome but  as 
essential  to teaching itself.  It goes without saying that just teaching to good students isn’t  good 
teaching, and “dumbing down” your course isn’t better. So what does it look like to start by accepting 
that half the class is below the class average and are likely to experience difficulty with the course at 
some point? I guess this is to say that I’ve come to think of teaching less as providing a service 
students seek out and more as a way of providing students, including “poor” students, opportunities to 
engage with material that will challenge them in productive ways. 

[Edit November  28, 2017]: I think this is a very convoluted way of saying what someone recently 
said, which is that remedial teaching is not a punishment and, in many ways, can be more rewarding, 
or at least have more of an impact. Nevertheless, it is hard to get out of the dominant “teach to the 
good students” model, which is so ingrained in university teaching.  

Tutorial 1 

This was a very reassuring experience. This was my first opportunity to put a lot of teaching training 
into practice in a real class, and I feel like I’ve evolved to a new level of teaching competence. I was 
able  to  achieve  a  good balance between talking  to  the  class,  talking  with the  class,  and having 
students talk amongst themselves. I was even able to literally step out of the room, mid-activity, 
without missing a beat. I communicated practical and accessible tips (e.g. strategies for looking at 
works and for writing) and guided discussion for about half of the time. I physically moved around 
the class, I spoke extemporaneously without stumbling, and I got a good amount of students to 
participate.

What worked: 

• The 3 minutes of independent observations + 7 minutes of sharing observations in groups. I think 
this achieved a good balance between thinking and sharing.
• Asking students from each group to share their discussions. It was very effective to go around the 
table in clockwise/counterclockwise order and go from group to group. That way they know their 
turn is coming and will prepare to respond. 
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What didn’t work:

• Asking students to state their names. They just didn’t do this. 
• Sometimes I think I muddled my instructions by asking questions to consider in their responses, 
so that it wasn’t as clear what I wanted them to talk about. 
• The activities felt like they might have become kind of repetitive after awhile, and that I should 
put more care into working in a learning curve of sorts.  
• Timing fit but felt slightly tight.
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Appendix  

1: Class Handouts 

Understanding the Study of Art History (Some tips for new students) 

This is  a document I share with first  and second year art history students,  to orient them toward what the 
discipline entails and why it’s important

Like any academic discipline, art history has its own standards and ways of being done. 
How you study art affects how you understand it, which determines its role in the world. 
Art comes to life when you reflect on it and engage with it but there are no neutral ways of doing so. 
The ways you think about art are always entrenched in social, political, and cultural baggage, which 
means that thinking about art—and thinking with art—affect how you relate to the world as social, 
political, and cultural beings.

The "purpose" of art history is not to objectively describe what's there nor to state the 
objective "truth" about an artwork. Art history is not just about the who, what, when, why, and 
how  of  art;  it  is  not  just  about  knowing  the  right  dates  and  names  nor  about  knowing  one 
interpretation at the exclusion of all others. Art history is about how these things relate to each 
other (e.g. why and how do dates, names, and images relate to each other?) and it is about the varied 
ways you can interpret and describe these relations.

The "purpose" of art history is not to affirm what you already know but to uncover what 
you don’t. Following Socrates’ idea that philosophy is all about knowing what you do not know, art 
history is like philosophy. Art is often confusing, vague, and difficult, and there is no shame in not 
understanding it. What counts is the work of grappling with what you don’t understand (or what 
simply does not make sense) because that is when and where important learning happens.

Art history is not easy, and it shouldn’t be, but it shouldn’t be discouraging either. Art 
history  is  not  about  "art  appreciation"  or  simple  memorization;  it  is  about  the  active  work  of 
interpretation and analysis. Learning is mental exercise: in physical exercise, you break muscle tissue 
so that it rebuilds itself stronger; in learning, you break the limits of your understanding to expand 
what you can know. Knowledge comes with struggle, even if you do not feel it at the time.

There  are  countless  ways  to  look  at  or  talk  about  art,  and  none  of  them  exist 
independently. In a given art historical analysis, things you can consider include but are not limited 
to the following: 1) a detail or segment of an artwork, 2) an individual artwork, 3) a series in an artist's 
oeuvre, 4) a period in an artist's oeuvre, 5) an artist's entire oeuvre, 6) the group or 7) sub-group an 
artist belongs to, 8) the movement or 9) sub-movement an artist belongs to, 10) the media an artist 
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works with, and 11) the art world at a given time or 12) in a larger historical scope. There is also 13) 
the historical period, 14) geographic region, 15) theoretical and 16) intellectual context; and the 17) 
social,  18)  cultural,  and  19)  political  context  a  detail/artwork/series/period/oeuvre/(sub)group/
(sub)movement/medium/etc.  exists  in.  And regarding  art,  one  should  always  account  for  20)  its 
formal traits, 21) the way it was made, 22) its media; and its 23) social, 24) political, and 25) cultural 
aims,  26)  meanings,  and  27)  interpretations;  not  to  mention  28)  the  institutional  context  of  its 
making, 29) display, and 30) provenance. One cannot consider an artist or work in isolation, nor can 
one  consider  art  in  formal,  iconographic,  or  social/political/cultural/theoretical  terms  alone. 
Likewise, one cannot consider an artwork solely in terms of how it looks, what it means, the social/
political/cultural/theoretical  context  it  was  made  in,  or  the  social/political/cultural/theoretical 
consequences of its making. All of these factors depend upon each other; the ways they intersect are 
the substance of art history.
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2: Diversity Statement 

In studying and teaching at the University of Toronto, an institution that merits but often strains its 
reputation for multiculturalism, I have gained considerable experience interacting with individuals 
from widely varied backgrounds. Teaching diverse students and communicating with diverse scholars 
has exposed me to a wealth of heterogeneous perspectives, a fact I value as a scholar and citizen. In 
return,  I  emphasize openness  to cross-cultural  exchange in my research,  pedagogy,  and collegial 
activity.

In my research, I account for local and global contexts and the diverse backgrounds they 
contain. My dissertation focusses on Latin American artists, stressing the cultural importance of so-
called  peripheral  practices  without  validating  them under  the  rubric  of  Western  art  historical 
narratives. Among the four artists I discuss, two of whom are female and one of whom is a queer 
male,  I  emphasize  issues  surrounding  gender  and  sexual  diversity,  in  addition  to  issues  of 
globalization,  colonialism,  race,  and  socio-economic  inequality.  This  approach  is  guided  by  an 
emphasis on social justice that seeks to redress root causes of the art world’s social homogeneity. In 
my proposed future research, I focus on sexual diversity, mostly in relation to LGBTQ+ and female 
artists. Additionally, I plan to organize a conference that discusses the role of abstract art in relation 
to  race,  sex,  and  gender  politics.  This  event  is  aimed  at  challenging  established  art  historical 
frameworks and to generate productive discussion among diverse scholars.  I have also decidedly 
featured scholars of non-Western art in the panels and lectures I have organized as President of my 
department’s graduate student union.

As a teacher and teaching assistant, every class I have worked with has included students 
from many  different  ethnicities,  nationalities,  religions,  physical  and  cognitive  abilities,  sex  and 
gender  expressions,  and  class  backgrounds  (relative  to  higher  education’s  socio-economic 
accessibility). I see it as my obligation to reflect and learn from the diversity of students I address, 
which means encouraging them to drawn on their own backgrounds while exposing them to others. 
I often ask students to discuss how course material does or does not relate to them. For example, in 
a class on Orientalism in French painting, I asked students to share instances where they felt their 
culture was misrepresented. Likewise, I design assignments that allow students to pursue artworks 
and readings that speak to their personal experiences, rather than address a uniform topic. 

My  courses  emphasize  inclusive  content,  which  I  believe  is  key  to  valuable  learning 
experiences. In an introductory art history survey I taught in 2018, I included lectures on sex and 
gender,  sexual  diversity,  race  and  ethnicity,  health  and  physical  ability,  and  other  topics  that 
accentuate the intersections of social and culture differences. I have also designed an “Abstraction in 
20th and 21st Century Art” course that dedicates multiple classes to movements outside the Euro-
American canon, along with an “Art Since 1900” course in which half  of  all  featured artists  are 
women  or  non-binary  persons.  The  latter  course  came  from the  realization  that  I  have  never 
experienced an art history course with anything near gender parity, combined with my belief that it 
is necessary to ameliorate such historical imbalances. In doing so, I intend to demonstrate that who 
and what we choose to study has real social, political, and cultural significance. Given these aims, I 
was pleased that, in a review of my course on nineteenth century European art, one student noted 
that “…I did enjoy learning about different perspectives of the themes that were not just from a 
white male lens, but talked about the role of women, minorities, and colonization/inequality.”
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To qualify these points, I believe that conducting inclusive scholarship means doing more 
than simply discussing diverse content. As a white male with relative influence as a teacher and 
scholar, I can only do so much with my own work. It is just as important for me to extend that 
agency to others with different perspectives and different backgrounds. Rather than just write about 
minority artists or tell students about material they can better relate to, it is vital to give others voice 
to express themselves in their own words, even if that means sacrificing my own authority. For these 
reasons, I aim to not only draw upon the heterogenous interactions I have experienced, I also aim to 
facilitate and host cross-cultural interaction through my research, teaching, and activities.
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3: Sample Course Assignments and Accompanying Documents 

3.1: Critical Journal (excerpted) 

This is a multi-part assignment designed for second year courses. The assignment diagram and rubric that follow 
correspond to this assignment.

This assignment asks you to write four separate journal entries that present scholarly responses to 
course readings. Each entry is between 500-700 words long (roughly 1.5–2 pages) and is based on an 
individual class of your choice. For each entry, you must discuss both readings from an individual 
class (do not mix texts from different weeks). To help guide you, I’ve included questions about each 
class in the course schedule. I encourage you to refer to these, although I also encourage you to 
pursue your own questions.

This assignment asks you to…

• Recognize and concisely summarize salient topics from course readings.
• Identify and interpret connections between different readings.
• Express original ideas, critiques, and analyses about readings and related artworks.

The purpose of this assignment is to…

• Carefully read (even re-read!) and think about art historical scholarship.
• Exercise critical, analytical, and interpretive skills in discussing art.
• Develop critical writing skills (in this case, to explore complex ideas in a concise format).

Within these guidelines, you may write these entries as you like; however, they are not meant to be 
summaries of readings and definitely not summaries of lectures. Entries may be personal in tone but 
you must write them in a scholarly format: treat them like mini-essays, including a distinct thesis 
statement, complete paragraphs, and introductions and conclusions.
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3.2 Assignment Diagram 

Critical Journal 1  
(500-700 words, due week 4, 

worth 10%)

=
Textbook chapter from week A

+
Textbook chapter from week A

+ 

Critical Journal 2  
(500-700 words, due week 7, 

worth 10%)

=
Textbook chapter from week B

+
Textbook chapter from week B

+ 

Critical Journal 3 & 4 

(due week 12, worth 20%)

=

Entry 1 
(500-700 words)

=
Textbook chapter from week X

+
Textbook chapter from week X

+ 
Academic article from week X

Entry 2 
(500-700 words)

=
Textbook chapter from week Y

+
Textbook chapter from week Y

+ 
Academic article from week Y
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3.3 Grading Rubric 

A range (80+ excellent) B range (70-79 good) C range (60-69 satisfactory) D range (50-59 fair)

• Demonstrates original 
insights and observations 
about the material.
• Advances ideas from 
readings and class in new 
and relevant ways.
• Makes informed analyses/
critiques that respond to 
and develop upon the 
readings/course material 
while also introducing 
novel insights. 
• Strikes a good balance 
between the readings, 
finding relevant and 
insightful points of 
comparison and contrast.

• Demonstrates insights 
and observations about the 
material at hand. 
• Develops, but mostly 
reiterates, ideas from class 
or the readings. 
• Makes informed analyses/
critiques that respond to 
the readings and course 
material, but remain 
dependant on what was 
said in class.
• Balances between the 
readings, although points 
of comparison and contrast 
can seem strained.

• Few attempts to make 
insights and observations 
about the material. 
• Exclusively reiterates ideas 
from class and, to a lesser 
extent, the readings. 
• Few attempts to respond to 
the readings and course 
material, or to go beyond 
what is said in class. 
• Little attempt made to find 
a balance between the 
readings. Points of 
comparison and contrast 
seem arbitrary.

• Almost no attempt to 
make insights and 
observations about the 
material. 
• Exclusively reiterates 
ideas from class, barely 
touches on readings. 
• Almost no attempts to 
respond to the readings 
and course material or 
exclusively reiterates 
what is said in class. 
• No attempt is made to 
find a balance between 
the readings. Points of 
comparison and contrast 
are arbitrary.

• Ideas clearly flow from 
one to another. Overall 
syntax of the entry makes 
sense.
• Judicious use of examples 
and quotes: all are carefully 
chosen and are there for 
good reason.
• Contains a “personal 
voice” that remains 
scholarly.

• Ideas flow from one to 
another, but are sometimes 
strained, or jump from idea 
to idea. Overall syntax of 
the entry mostly makes 
sense.
• Good use of examples 
and quotes: the majority 
are there for good reason.
• Author’s voice shows 
instances of personality 
and/or scholarly tone, but 
is also generic. 

• Ideas jump from one to 
another with minimal 
connection. Overall syntax 
of the entry is unclear.
• Fair use of examples and 
quotes: some seem arbitrary, 
or there are too few or too 
many of them.
• Author’s voice is largely 
generic, focussed on 
summary. 

• Ideas jump from one to 
another with no 
connection. Overall 
syntax of the entry is 
confusing.
• Arbitrary use of 
examples and quotes, 
with noticeably few, or 
far too many, of them.
• Author’s voice is 
entirely generic, focussed 
on summary. 

• Evidence of careful 
proofreading and revision. 
Nearly no typos or writing 
errors. 
• Citations are done 
correctly, according to 
Chicago Style, and appear 
where they should.  
• Word count falls between 
500-700 words, without 
feeling like too much or 
too little has been written.
• Formatting and 
assignment instructions are 
followed closely.

• Evidence of some 
proofreading and revision. 
Occasional typos or 
writing errors. 
• Citations appear, but are 
formatted imperfectly. At 
times things that should be 
cited appear aren’t and/or 
things that shouldn’t be 
cited are.   
• Word count falls between 
500-700 words.
• Formatting and 
assignment instructions are 
for the most part followed 
closely.

• Little evidence of 
proofreading and revision. 
Regular typos and writing 
errors.
• Citations appear, but are 
formatted incorrectly. Often 
things that should be cited 
appear aren’t, and/or things 
that shouldn’t be cited are.   
• Word count is between 
700-800 or 400-500 words.
• Formatting and assignment 
instructions are partially 
followed.

• Almost no evidence of 
proofreading and 
revision. Abundant typos 
and writing errors.  
• Citation formatting is 
immediately incorrect. 
Citations are sporadically 
applied or used 
unnecessarily.   
• Word count is greater 
than 800 or less than 300 
words.
• Formatting and 
assignment instructions 
are largely ignored.
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3.4 Video Presentation + Essay 

This is a multi-part assignment designed for an upper-year or graduate seminar on global contemporary art

For this course, you will develop an original research topic, for which you will…
• Submit, revise, and re-submit a proposal that describes your topic in 200-300 words and that lists at least 
four relevant research sources (worth 5%, respectively due weeks 3 and 4).
• Create a 15-20 minute video presentation (worth 20%).
• Lead a 20 minute in-class discussion that builds upon your video presentation (worth 5%).
• Submit a 3500-4500 word essay (worth 50%, due week 12).
•  You will  also have to provide feedback on your classmates’  proposals  and presentations,  respectively via 
PeerScholar, a program for anonymously editing and commenting on others’ work, and the course discussion 
board on Blackboard (together, these responses are worth 10%).
• General attendance and in-class participation are worth 10%.

This is a “scaffolded assignment” that you will complete in the following steps:

1) Choose a topic. By week 2, run it by me for approval (in person or by email) and sign up for an in-class 
discussion date  (discussions will occur between weeks 6 and 12).
2) Submit your proposal to PeerScholar before the class of week 3.
3) On PeerScholar, proofread and comment on at least one of your classmate’s proposals no more than three 
days after the class of week 3.
4) After receiving feedback on your proposal, revise it and email it to me before the class of week 4.
5) Send your video presentation to me and the class at least one week before your in-class discussion.
6)  Lead an in-class discussion on your chosen date. Prepare at least two guiding questions  for the class to 
respond to.
7)  Post  a  discussion  board  response  (a  comment  and/or  question)  about  each  of  your  classmates’  video 
presentations, within a week of each presentation. 
8) Email your final essay to me before the class of week 12. 

Your  topic  should  analyze  the  correlation  between  specific  artistic  practices  and  specific  historical 
circumstances that have occurred between 1989 and the present.  Following the course theme, you should 
consider how the development of artistic practices have responded to, and have been shaped by, broader global 
developments. I encourage you to pursue personal interests that fit within the scope of the course, although 
you may write on topics from class, provided that you significantly expand upon them.

I encourage you to get creative with your video presentations but will not penalize anyone for lack of technical 
skill. Presentations may consist of simple slideshows with voice-over lectures, “vodcast” style presentations, or 
elaborate essay-films. What counts is how well you communicate an understanding of your topic.
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3.5 Self Portrait 

This is an assignment designed for an introductory art course on the body and embodiment in art history. 

This assignment asks you to create an outline for a self-portrait. It consists of two parts:

1.  A rough  sketch,  diagram,  or  model  for  a  proposed  self-portrait.  These  do  not  have  to  look 
especially good as you will not be marked on your artistic skill but your ability to convey ideas from 
the course in creative ways.  

2.  A 300-500 word text  that  describes  how you would represent  yourself  with attention to  the 
following questions: what medium would you use? What artistic techniques and styles would you 
use? How would you  choose to present, or not present, your body? What implications and meanings 
do these decisions entail? 

In this text, you must cite at least two separate course readings to support your claims. Please use 
footnotes  in  Chicago  style.  See  the  following  link  as  a  guide:  chicagomanualofstyle.org/
tools_citationguide.html

You are allowed to conceive these portraits as you like, with one exception: no selfies!

The goal of this assignment is to…

• Exercise the formal and conceptual decisions that artists make in creating works. 
• Connect artistic practices with ideas from art historical scholarship. 
• Communicate your understanding of course material in creative and personally relevant ways.
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3.6  Exam Questions 

The  following  are  essay  questions  on  a  final  exam  for  Modernism  and  Anti-Modernism:  1850-1900.  These 
questions represent a larger pool of possible questions shown to students in advance of the exam.

PART TWO: ESSAY QUESTIONS (40 points x 2 questions)

Please answer ONLY TWO of the following questions. For each answer, you must discuss the 
work of at least FIVE different artists discussed in lectures and/or readings, and must refer to at 
least THREE different readings. Please write in complete paragraphs.

1. The human figure (or lack thereof) has been central to most of the art we've discussed. In what 
different ways has the human body been represented, and what larger meanings (social, political, and 
cultural) do these different representations serve (tip: don't just consider what these bodies 
symbolize, also consider what artistic strategies are used to depict them in order to create certain 
meanings)?

2. The theme of social inequality has informed many of the artists we've looked at. In what ways 
have these artists sought to not only depict different kinds of social disparity, but to redress these 
problems through art (whether successfully or not)?

3. Throughout the nineteenth century, artists began moving away from the ideal of representing an 
objective or mimetic depiction of the world. What reasons did they have for doing so, and what 
formal strategies did they employ to achieve them?

4. The majority of art we've looked at has been French, and has come out of French society, culture, 
and politics. In what ways have the social, cultural, and political contexts of other countries (e.g. 
Spain, Germany, England, the Caribbean, the “Orient”, Tahiti ) influenced art?

5. This class spans both a time before, and a time after, the onset of modernity. What does this 
historical shift consist of, and how has art reflected it (tip: don't just think about how art has 
depicted the modern, also consider how modernity affects the formal strategies artists employ, as 
well as the social and cultural functions afforded to art)? 
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4. Sample Course Syllabi (abridged and reformatted) 

4.1: Art and Ideas: Bodies and Embodiment 

Course Description 
The human body is the most represented figure in the history of images. From prehistoric cave 
paintings to contemporary art, countless artists have depicted the body in countless different ways. 
These varied representations reveal different attitudes about what the body is and does, relative to 
the social, cultural, and political contexts in which people create and view its image. This course 
begins with the idea that the body is the product of numerous intersecting factors that determine 
how we see and portray it:  sex,  sexuality,  gender,  social  status,  race,  religion,  health,  nationality, 
technology, war, and philosophical ideas are just some of the forces that shape the body and, with it, 
the history of art. By looking at how artists from throughout the world have portrayed bodies over 
time, this course will introduce you to the art historical perspectives through which to understand 
these images in their appropriate contexts.

Classes  are  organized  thematically,  emphasizing  topics  that  run  across  cultures,  media,  and 
practices. Each class demonstrates art historical approaches in relation to major historical artworks. 
By combining canonical works with examples that challenge modern Western ideas about the body, 
we will take a critical approach to our visual cultures.

Course Goals 
This course will introduce you to the study of art history with the aim of developing a foundation in 
visual literacy. While this course should be accessible to those outside the discipline, it is meant to 
be challenging! The goal is to develop the visual and intellectual skills necessary to be critical and 
analytical art viewers.

Specifically, you will learn to…

•  View images and visual media with critical discernment.
•  Articulate visual and historical analyses of artworks.
•  Identify art historical methods for analyzing images.
•  Identify artworks in relation to region, style, and theme.
•  Understand artworks in relation to their historical contexts.
•  Compare works from different contexts.
•  Effectively read and write art historical scholarship.

This course emphasizes active learning by including discussion periods and informal activities. The 
aim is to collectively engage with art by expressing the reactions, impressions, and sensations we 
experience in  seeing and thinking about  art.  I  am therefore  committed to  creating  space for  a 
diverse variety of students to comfortably express themselves in class.
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Course Schedule 

1: Tuesday, May 8: Introduction: What is a body? 

●  What is a body and what is its role in art history?
●  Course summary.
●  Goals, expectations, and guidelines.

2: Thursday, May 10: The Human Figure.

●  The classical ideal.
●  The body of Christ: a case study
●  Disfiguring the body
○  Required reading: ❶ John Berger, Chapters 1-3 in Ways of Seeing  ❷ Amelia Jones, “Body.” 
○  Required viewing: Art21, Kiki Smith
✱  Questions to consider: How have artists established and challenged the idea of an ideal human  

figure? How has the body’s representation differed over time and across cultures?

3: Tuesday, May 15: The Body’s Sex and Gender 

●  Conventions for portraying male and female bodies
●  Visualizing and vexing gender roles
●  The fluid body
○  Required reading: ❶ Whitney Davis, “Gender.” ❷ Linda Nochlin, “Why Have There Been No  

 Great Women Artists?”
○  Required viewing: ❶ Art21, Catherine Opie

✱  Questions to consider: How have male and female figures been differently represented   
throughout history? What double standards do these representations expose? How have artists 
challenged traditional gender roles and traditional ideas about the body’s gender?

4: Thursday, May 17: The Body’s Sexuality 

●  Eroticizing the figure, figuring the erotic. 
●  Representing sexual diversity.
○  Required reading: ❶ Amelia Jones, “Art and its Histories as ‘Deployments of Sexuality.’” 

 ❷ Richard Meyer, “Identity.”
○  Required viewing:  Jonathan D. Katz “HIDE/SEEK: Difference and Desire in American Portraiture”

✱  Questions to consider: How have different sexual expressions appeared or been concealed 
throughout history? How have artists challenged traditional sexual roles and traditional ideas 
about the body’s sexuality?
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5: Tuesday, May 22: Race and Ethnicity  

●  Art and the colonial perspective 
●  Stereotypes and self-presentation
○  Required reading: ❶ Claire Farago, “Silent Moves: On Excluding the Ethnographic Subject from  
   the Discourse of Art History.” ❷ Mark Antliff and Patricia Leighten, “Primitive.” 
○  Required viewing: Art21, Kara Walker.

✱  Questions to consider: How have artists mis-represented other cultures? Have have artists challenged 
racist representations? What complications arise in dealing with art’s problematic history?

6: Thursday, May 24: Midterm Exam 

⦿ 1 Hour: mix and match, definitions, short essay question.  

7: Tuesday, May 29: The Body in War 

●  The heroic figure 
●  The war-torn figure
●  The ethics of representing violence
○  Required reading: ❶ Susan Sontag, Regarding the Pain of Others.
○  Required viewing: Art21, An-My Lê

✱  Questions to consider: How have artists celebrated and critiqued war through the representation 
of bodies What ethical problems surround the representation of violence and misery?

8: Thursday, May 31: Health and Ability. 

●  The figure of the athlete
●  Representing pathology
○  Required reading ❶ Sander Gilman. “How and Why do Historians of Medicine Use or Ignore  

Images in Writing their Histories?”
○  Required viewing: Art21 Yinka Shonibare

✱  Questions to consider: How have artists represented visible and invisible illnesses, and to what 
effect? How have artists incorporated disability into art practice?
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9: Tuesday, June 5: The Body’s Technological Mediation  

●  Mechanical production and the body
●  Digital culture and the virtual body
●  Cyborgs, robots, and A.I.
○  Required reading: ❶ María Fernández, “‘Life-like’: Historicizing Process and Responsiveness in Digital 

Art.”
○  Required viewing: Art21, Cao Fei

✱  Questions to consider: How have technological developments changed how we understand 
bodies? How have new kinds of media represented bodies in new ways?

10: Thursday, June 7: The Non-Human Body  
●  The animal in art history 
●  The life of objects and things
○  Required reading: ❶ John Berger, “Why look at Animals?” ❷ Meyer Schapiro, “The Still Life as a 

Personal Object: A Note on Heidgger and van Gogh”
○  Required viewing: Art21, Mark Dion

✱  Questions to consider: What role have non-human organisms and things played in art history? 
What role have animals played in art-making practices?

11: Tuesday, June 12: Abstract and Absent Bodies. 
●  Iconoclasm and prohibitions on representation 
●  Unrecognizable bodies
●  Invisibility, exclusion, and disappearance
○  Required reading: ❶ Hito Steyerl, “The Spam of the Earth: Withdrawal from Representation” ❷ 

Gen Doy “Visualizing the Invisible? Images of Migrants and Refugees in the New Europe.”
○  Required viewing: Art21, Doris Salcedo

✱  Questions to consider: In what ways have certain bodies been excluded from representation and 
how have artists represented exclusion? How have artists both challenged and embraced 
invisibility?

12: Thursday, June 14: Conclusion and Course Review 
●  Accounting for the body’s many different forms and expressions
●  Reflection and open discussion
●  Exam discussion
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4.2: Global Contemporary Art, 1989–2017 

Course Description: The Art World in a Global Context 
The art world has dramatically expanded over the last thirty years, encompassing ever more of the 
actual world. With globalization’s ongoing development, art practices have blossomed throughout 
previously “minor” regions and across previously distinct milieus, challenging Eurocentric models of 
“centre vs. periphery.” Additionally, broader understandings of art and its history have forced us to 
recognize the heterogenous, interconnected, and decentralized nature of art production, including 
its institutions, markets, and discourses. 

This course considers what it means to experience art on a global scale, accounting for the 
social, political, and cultural conditions that define the contemporary world (e.g. issues of economic 
disparity, ecology, war and violence, social freedoms, identity and difference, and civil rights). We will 
study prominent artistic practices and debates from roughly 1989 to the present in order to absorb 
the aesthetic, historical, and theoretical terms necessary to critically analyze art’s relation to global 
change.  Classes are organized thematically,  emphasizing topics  that run across  different regions, 
media, movements, and practices. We will connect the work of geographically and culturally diverse 
artists and critics in order to map out the connections and discrepancies that run through the art 
world today.

Course Goals 
As an upper year seminar, this course will prepare you to conduct graduate-level scholarship and to 
participate in informed conversations about pressing issues. I emphasize independent learning as 
well as collaboration and group discussion; active participation is therefore key to your success. The 
aim is to collectively engage with course material by giving voice to a diverse variety of students; 
together, we will express the ideas, impressions, and sensations that we experience in studying art.

Specifically, you will learn to… 

• Understand salient terms, concepts, and debates from contemporary art discourse.

• Produce historically and theoretically relevant analyses of art practices. 

• Conduct independently-led research on original topics.

• Read, analyze, and discuss sophisticated texts.

• Develop and refine your critical writing skills.
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Course Schedule 

○  Content is subject to change.

Week 1: The Global Contemporary? The Contemporary Global? 
●  What is globalization? What is contemporary? What is their relation?
●  Course summary: Historicizing art since the fall of the Berlin Wall (1989).
●  Course goals, expectations, and guidelines.

Week 2: Contemporary Art’s Global Systems and Structures  
●  The rise and further rise of the art market.
●  Museums, fairs, and satellite campuses: art’s new hotspots.
●  New avenues of exchange, new means of collaboration.
○  Key names: Damian Hirst, Ai Wei Wei, Documenta, Gulf Labor
●  Main reading: Noah Horowitz, “Introduction,” in Art of the Deal: Contemporary Art in a Global Financial Market 
(Princeton: Princeton University Press, 2014). 

○ Additional reading: ❶ Gulf Labor, “Gulf Labor at the 56th Venice Biennale”: https://gulflabor.org/2015/gulf-
labor-at-the-56th-venice-biennale/ ❷ Julian Stallabrass, “Introduction” and “The Market and the State,” in 
High Art Lite: British Art in the 1990s (London and New York: Verso, 1999). ❸ Panos Kompatsaris 
‘Introduction: Biennials, Politics, Critique,” in The Politics of Contemporary Art Biennials: Spectacles of Critique, 
Theory and Art (London and New York: Routledge, 2017). ❹ Olav Velthus and Stefano Baia Curioni, “Making 
Markets Global,” in Cosmopolitan Canvases: The Globalization of Markets for Contemporary Art. 

●  Viewing: Art21 Segment for Ai Wei Wei
○  Questions to consider: How is the history of art shaped by it major institutions and infrastructures? What 

counts as “the art world”?

Week 3: Macro-geographies: Nations, States, and Territories  
●  Territory and border politics.
●  Art and the post-colonial condition.
●  Documenting diaspora and displacement.
○  Key names: Francis Alys, Mona Hatoum, Yinka Shonibare, El Anatsui, Ibrahim Mahama, Ursula Biemann
●  Main reading: “Introduction” and “Subjects / Places / Spaces” in Terra Infirma. Geography’s Visual Culture 
(London and New York: Routledge, 2000)

○  Additional reading:  ❶  Olu Oguibe. “In the "Heart of Darkness" in ❷ Miwon Kwon, “One Place after 
Another: Notes on Site Specificity.” October 80 (1997), 85-110. ❸ Marcus Verhagen, “Flows and Counterflows: 
Globalisation in Contemporary Art,” (Berlin: Sternberg Press, 2017). 

●  Viewing: Art21 segments for Yinka Shonibare, El Anatsui
○  Questions to consider: How have artists incorporated geography into their practices? How have artists 

depicted and deconstructed nationality? 
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Week 4: Micro-geographies: Cities, Sites, and Structures 
●  Urbanism and the built environment
○ Key names: Krystof Wodiczko, Mark Bradford, Julie Mehretu, Do-Ho Suh, Yin Xiuzhen, Hema Upadhyay
●  Main reading: Rosalyn Deutsch, “Introduction” and “Krystof Wodiczko’s Homeless Shelter and the Site of 

Urban ‘Revitalization’” in Evictions: Art and Spatial Politics (Cambridge and New York: The MIT Press,), 1996.
○ Additional reading: ❶ Peter Osborne, “Art Space” in Anywhere or Not at All: Philosophy of Contemporary Art 
(London and New York: Verso, 2013). 

●  Viewing: Art21 segments for Krystof Wodiczko, Mark Bradford, Julie Mehretu, Do-Ho Suh
○  Questions to consider: How have artists used the metropolis in their work? In what way have artists 

preserved the specificity of a unique space or location?

Week 5: Ecology 
●  Art in the anthropocene: eco-art and environmentalism.  
●  Land and land use.
○  Key names: Mark Dion, Olafur Eliasson, Superflex, Mel Chen, Rasheed Araeen, 
●  Main reading: “Introduction” and “Art and the Politics of Sustainability” in Decolonizing Nature: Contemporary 

Art and the Politics of Ecology (Sternberg Press, 2016).
○ Additional reading: ❶ Rasheed Araeen, "Ecoaesthetics A Manifesto for the Twenty-First Century,” in Third 

Text 23:5 (2009). ❷ Emily Eliza Scott, “Artists’ Platforms for New Ecologies” in Contemporary Art and the 
Politics of Ecology, edited by T.J. Demos. Third Text (online supplement) (2013).

●  Viewing: Art21 segments for Mark Dion, Olafur Eliasson, Mel Chen,
○  Questions to consider: What role does art play in the world’s eco-systems? How have artists drawn from, 

and problematized, the idea of “nature”?

Week 6: Performance and Participation  
●  Relational aesthetics and its discontents.
●  Chinese Performance Art 
○  Key names: Rikrit Tiravanija, Jeremy Deller, Theaster Gates, Suzanne Lacy, Zhang Huan, Tehching Hsieh
●  Main Reading: Claire Bishop, “Introduction” and “The Social Turn: Collaboration and Its Discontents” in 

Artificial Hells: Participatory Art and the Politics of Spectatorship (New York and London: Verso, 2012).
○  Additional reading: ❶ Nato Thompson, “Living as Form,” in Living as Form: Socially Engaged Art from 

1991-2011, edited by Nato Thompson (New York and Cambridge: Creative Time Books and The MIT Press, 
2012). ❷ Thomas J. Berghuis, “Introduction” and “Performance and the Role of the Mediated Subject in Art, 
1990-2000,” in Chinese Performance Art (Hong Kong: Timezone 8, 2006). 

●  Viewing: Art21 segments for Theaster Gates
○  Questions to consider: How have artists foregrounded social interaction in their work? How have artists 

broken down the distinctions between artists, art work, and audience. 
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Week 7: Activism and Social Practice 
●  Whither autonomous art?: Art-and-life 
●  Art/activism: a dubious distinction?
○  Key names: Temporary Services, Minerva Cuevas, Tania Bruguera, Guerrilla Girls, ACT UP, Occupy Museums.
●  Main reading: Nato Thompson, “Cultural Production Makes a World,” in Seeing Power: Art and Activism in the 

Twenty-first Century (New York: Melville House, 2015). 
○ Additional reading: ❶ Irmgard Emmelhainz “Art and the Cultural Turn: Farewell to Committed, Autonomous 

Art?” eflux 42 (2013). ❷ Yates McKee, Strike Art: Contemporary Art and the Post-Occupy Condition
●  Viewing: Art21 segments for Minerva Cuevas, Tania Bruguera
○  Questions to consider: What does or does not distinguish art from everyday life? How have artistic 

practices informed political actions and vice versa. 

Week 8: Economic Disparity 
●  Economic globalization, finance, and labour.  
●  The aesthetics of financial crisis.
○  Key names: Allan Sekula, Santiago Sierra, Andrea Fraser, Renzo Martens.
●  Main reading: Brian Holmes, “Art after Capitalism,” in It’s the Political Economy, Stupid: The Global Financial 

Crisis in Art and Theory, edited by Gregory Sholette and Oliver Ressler (London: Pluto Press, 2013)
○ Additional reading: ❶ Andrea Fraser, “L’1%, C’est Moi” Texte Sur Kunst 83 (2011). ❷ Bojana Kunst, “The Uneasiness of 

Active Art,” in Artist at Work, Proximity of Art and Capitalism (Alresford: Zero Books 2015). ❸ Marc James Léger, 
“Welcome to the Cultural Goodwill Revolution: On Class Composition in the Age of Classless Struggle,” in Brave 
New Avant Garde: Essays on Contemporary Art and Politics (Winchester and Washington: Zero Books, 2012). 

●  Viewing: Art21 segments for Andrea Fraser
○ Questions to consider: What role does art play in a culture of have and have-nots? How can art protest 

conditions of inequality?

Week 9: Sex, Gender, and Sexuality 
●  Gender Intersections.
●  Queer/Queering: visualizing sexual diversity since the culture wars.
○  Key names: Sanja Ivekovic, Shirin Neshat, Wangechi Mutu, Felix Gonzalez-Torres, Glenn Ligon, Wu Tsang.
●  Main reading: Jonathan D. Katz “Art and the Sexual Revolution,” Jacqueline Rose, “Sexuality in the Field of 

Vision,” and Shirin Neshat “In Conversation with Arthur C. Danto” in Sexuality, edited by Amelia Jones. 
Cambridge and London: The MIT Press, 2014.

○ Additional reading: ❶ Catherine de Zegher “The Inside is the Outside: The Relational as the (Feminine) 
Space of the Radical,” in Women Artists at the Millennium, edited by Carol Armstrong and Catherine de 
Zegher (Cambridge and London: The MIT Press, 2006). ❷ Douglas Crimp: “AIDS: Cultural Analysis, 
Cultural Activism,” in AIDS: Cultural Analysis, Cultural Activism (London and New York: The MIT Press, 1987). 

●  Viewing: Art21 segments for Shirin Neshat, Glenn Ligon.
○  Questions to consider: How does identity inspire or constrain one’s art? How has art allowed for the 

expression of gender and sexuality?
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Week 10: Race and Culture 
●  Recent African-American art: undoing stereotypes, reclaiming culture, visualizing justice.  
●  Indigenous art in Canada: questioning sovereignty, history, nationality. 
○  Key names: Lorna Simpson, Kara Walker, Simone Leigh, Rebecca Belmore, Brian Jungen, Duane Linklater. 
●  Main reading: Darby English, “Introduction” and “Beyond Black Representational Space” in How to See a 

Work of Art in Total Darkness (Cambridge and London: The MIT Press, 2007).
○  Additional reading: ❶ Ian MacClean “Introduction,” in Double Desire: Transculturation and Indigenous 

Contemporary Art (Newcastle upon Tyne: Cambridge Scholars Publishing, 2014). ❷ Derek Conrad Murray, 
“Introduction,” in Queering Post-Black Art: Artists Transforming African-American Identity after Civil Rights 
(London and New York: I.B. Taurus, 2016). ❸ Charles A. Wright, Jr. “The Mythology of Difference: Vulgar 
Identity Politics at the Whitney Biennial.”

●  Viewing: Art21 segments for Kara Walker, Brian Jungen
○  Questions to consider: How can art reflect on, and protest, histories of racism? How have artists affirmed 

their heritage through art?   

Week 11: Violence and War 
●  Militarism, War, and Terror
●  Aesthetics of Trauma
○  Key names: Nancy Spero, Doris Salcedo, Walid Raad, Emily Jacir, An-My Lê
●  Main reading: Judith Butler, “Torture and the Ethics of Photography,” in Frames of War: When is Life Grievable 
(London and New York: Verso, 2009).

○  Additional reading: ❶ Jill Bennett, “On the Subject of Trauma,” in Empathic Vision: Affect, Trauma, and 
Contemporary Art (Stanford: Stanford University Press, 2005). ❷ Emma Govan “Visualizing the Invisible? 
Images of Migrants and Refugees in the New Europe,” in Art in the Age of Terrorism, edited by Graham 
Coulter-Smith and Maurice Owen (London: Paul Hoberton, 2005). 

●  Viewing: Art21 segments for Nancy Spero, Doris Salcedo, An-My Lê
○ Questions to consider: How have artists represented the effects of war in direct and indirect ways? How has 

art worked to mourn those lost to violence?

Week 12: Media and Technology 
●  The radical image
●  New Media
○  Key names: Trevor Paglen, Harun Farocki, Hito Steyerl, Raqs Media Collective, Haroon Mirza, Tomas Saraceno
●  Main reading: David Joselit, “Image Explosion,” in After Art (Princeton: Princeton University Press, 2012).
○ Additional reading: ❶ Hito Steyerl “In Defence of the Poor Image,” in The Wretched of the Screen (Berlin: 

Sternberg Press, 2012). ❷ Boris Groys, "The Politics of Equal Aesthetic Rights,” in Spheres of Action: Art and 
Politics, edited by Éric Allies and Peter Osborne ( Cambridge and London: The MIT Press, 2013). 

●  Viewing: Art21 segments for Trevor Paglen
○ Questions to consider: In what ways does media shape art’s meaning? How have artists adapted new 

technologies to existing art forms and how have artists used technology to create new art forms?


