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TEACHING PHILOSOPHY
by Jessina Leonard

As a photography educator, my primary aim is to instill confidence by developing my
students’ technical, critical, and conceptual skills so that they can take the training received
in the classroom into their life and studio practice. I believe students are most capable of
developing their own artistic voice and taking creative risks only once they have achieved a
sense of agency within the medium and develop a supportive network of peers and mentors.
In order to achieve this, I develop my courses around these three core objectives:
TECHNICAL. Give students the hands-on skills necessary to be able to confidently
achieve the results they desire by using various cameras, lighting equipment, and
printing techniques – specific to each course – to their fullest capacity.
CRITICAL. Provide students with the historical and critical framework in which
they are participating by spending a significant amount of time teaching
the history of photography and highlighting contemporary photographic
artists and their practices, with particular attention to those from diverse and
underrepresented backgrounds; in addition, foster critical thinking and group
dialogue with regard to image theory and photographic criticism so students can
begin to place their work within photographic history and contemporary issues.
CONCEPTUAL. Foster a passion for the poetics of photography in such a way that
students learn not only to take good pictures, but to take good pictures that ask
something – to consider what it means to make a photograph that “[lies] bare
the questions which have been hidden by the answers,” in the words of James
Baldwin; encourage students to consider the ways in which the definition of
photography itself can be expanded beyond our preconceived ideas; finally, help
students create a coherent body of work through sequencing and narrative.
In addition to these specific objectives, it is incredibly important to me as a facilitator to
embrace a “brave space” pedagogy, a term coined by Brian Arao and Kristi Clemens that
counters the term “safe space” by “[emphasizing] the need for courage rather than the
illusion of safety.” By creating space for each student to speak during every class through
specific and tested methods of group dialogue and active listening, I seek to foster a learning
environment in which genuine, controversial and challenging conversations can happen
with grace and generosity. My aim is for students to see their peers as their greatest asset in
their own artistic growth.
Though varied to fit the specific topic and breadth of each course, I seek to achieve these
objectives through multiple methods. For example, when teaching technical skills, I plan the
lesson so that it engages various learning modalities – whether it be aural, written, visual or
kinesthetic. I might begin by talking through how to load film into a 35mm camera (aural)
alongside a slide naming the parts of the camera (written). I would then demonstrate loading
the film (visual) before asking each student pick up their own camera and practice loading
the film themselves (kinesthetic). By doing this, I engage a wide range of learning styles and
reinforce key concepts, building confidence and a sense of ownership.
While each class might include an element of instruction, particularly when it comes to
technical demonstrations, I also ask students to engage directly with photographic history
and criticism through peer-to-peer presentations. I often bring a selection of relevant
artist monographs to the first day of class and ask students to spend a bit of time flipping
through the books and finding an artist who they would be interested in giving a 30-minute
presentation about in a specific class session. I also invite students to offer their own
suggestions, if there is an artist that I have not included that they are particularly interested
in or think would have something important to offer to the class. I want my students to feel
like this is their class, and while I provide the structure necessary for a successful course,
they can offer new directions and lead conversations, sharing their own research and
knowledge with their peers and myself.

In order to help my students develop strong conceptual skills, I include a variety of
challenging assignments that ask them to take risks or try something new. For example,
I draw on one of my own professors’ provocative assignments to keep a dream journal –
whether it be your actual dreams or your daydreams – and then make pictures about those
dreams. For another assignment, I ask them to photograph a stranger’s home without
photographing the individual, which of course presumes they will have mastered one of
the great risks of photography – talking to strangers! I also assign frequent free writing
exercises and multiple drafts of artists’ statements in order to help students become adept
at writing and talking about their work, an immensely important skill for both discovering
new ways to push one’s work forward and flourishing in any artistic community.
Central to all of these assignments and to the core of my teaching philosophy, however, is
a method of group dialogue called mutual invitation, developed by Eric H.F. Law, which
aims to dismantle the power dynamics that exist within the typical volunteer-style of
classroom discussion. Instead of offering a topic for discussion and waiting for students to
jump in with their thoughts, discussion begins with one individual who can either respond
to a prompt, say “pass” and invite another person by name, or say “pass for now,” before
inviting someone else – which is a key to return and invite this individual to respond again
after everyone else has been invited to speak. No interruptions or refutations are allowed.
While an individual is speaking, everyone else in the room participates in active listening.
And by inviting each other by name, participants begin to engage with those in the room
who they might not as often be inclined to hear from.
I begin every class with mutual invitation, often with a visual prompt or question that is
related to that day’s discussion and goals. This routine sets the tone of the classroom as
being a place where each individual has the opportunity to speak and no one individual
can dominate the discussion. By establishing this as an expectation, I find that students
are more cognizant of choosing respectful dialogue and actively listening to one another
during critiques and other group discussions. This practice also instills a sense of trust
within the classroom community that allows for controversy and disagreement to arise
with the knowledge that our core tenets remain – that is, a generosity of spirit and a
quickness to listen.
Exemplifying this myself, I also like to pause in the middle of the semester to take a
moment to hear from students in regards to the direction and objectives of the course. I
write my own mid-term feedback report and I ask students to fill it out – anonymously, if
they desire – giving ample space for them to offer their own suggestions or concerns. In
the following class session, I offer ideas for how to implement their suggestions or address
their concerns.
In all of these ways, I seek to create a classroom in which every student can find their voice
– in the classroom, amongst their peers, in their artwork, and within the larger artistic
community. As a student, one of the most groundbreaking conversations I had was with a
professor who told me that to be an artist means that while you will fail 95% of the time,
you have the courage to keep creating because the 5% of the time your work succeeds is
worth it. As an educator, I want to give my students the skills and confidence they need to
fail often and fail better, and in doing so, develop their own unique artistic voice to its
fullest potential.

DIVERSITY STATEMENT
by Jessina Leonard

I believe in order to truly pursue diversity in an educational setting, we must not only ask
how? but why? If furthering diversity becomes only another statistic of how many X students
are in the program, those students – the exact ones we are trying to empower – can too
quickly become merely a symbol of success in the hands of the powerful. To truly welcome
diverse students into any school, department, or classroom, it is crucial to begin by asking
why? By establishing the importance of diversity – a task that must be done over and over
again, in every class and every discussion – we better make space for those traditionally
underrepresented to become active leaders and participants, establishing their value as a
human rather than their value as a number.
Through my own work and experience, I have demonstrated my commitment to asking
this question through developing empathy amongst diverse student groups. I was recently
involved with a program called Literacy Through Photography (LTP) at Duke University,
during which I taught photography and writing to students in low-income public schools.
The basis for the curriculum, developed by photographer Wendy Ewald, is to promote
critical thinking, self-expression, and respect among diverse student groups. For example, one
core project for LTP is called Black Self/White Self, in which students visualize themselves
as a member of another race. This is an uncomfortable assignment – and purposefully so – as
students are forced to confront unspoken assumptions and stereotypes and learn to become
sensitive to one another’s racial identity.
While this assignment is intended for those just becoming aware of diversity in all its forms
– race, gender, socio-economic background, religion, culture, and so on – this same goal
of developing empathy and sensitivity is one that I carry over into all of my college-level
courses. Drawing on the critical pedagogy of Paulo Freire, I am committed to creating a
democratic classroom environment in which learning is not only a top-down movement
from teacher to students, but a space in which both teacher and students learn from one
another. As the teacher and as a cisgender white woman, I am aware of my own position of
power in the classroom and the necessity to make space to learn from students with different
experiences and expertise.
I seek to do this in several ways: (1) In every class session, I use a method of group dialogue
called mutual invitation, which I have outlined at length in my teaching philosophy. In
short, it seeks to dismantle the power dynamics in the classroom by giving each person
the opportunity to speak while others practice active listening, forming and re-forming
our skills in empathy. (2) When choosing which contemporary artists to highlight in class
discussions, I am committed to ensuring that at least two-thirds of those artists are from an
underrepresented people group. I also ask students for suggestions if they have a particular
artist that the rest of the class or myself may not be aware of and that they find important to
discuss. In both of these ways, I aim to create an inclusive learning environment in which we
are all at different points alternating the roles of teacher and student.
As a woman who at several points in my educational career was the only female in a
classroom full of men, I am also acutely aware of the particular sense of powerlessness that
comes with being a minority in an educational setting. But I firmly believe that we will
never reach a solution through a classroom that merely looks more diverse. To achieve an
inclusive and welcoming educational environment in which every student has a voice, we
must develop empathy and sensitivity, alternating roles between students and teachers, and
a constant re-evaluating and re-framing of why diversity matters in every classroom.

PROPOSED COURSE
DESCRIPTIONS

+

by Jessina Leonard

Light Makes Dark: An Introduction to Darkroom Photography
3 Credit Hours, Elective, Undergraduate
No prerequisites

“What makes photography a strange invention is that its primary raw materials are light
and time,” writes John Berger. In this beginning level studio course, students will master
the raw materials of light and time – using the 35mm camera, light metering, processing
film, reading negatives, printing contact sheets, and making silver gelatin prints.
This course is fast-paced and students will be expected to photograph and develop
contact sheets for three rolls of film every week. Class time will be structured around
group critique, darkroom printing, peer-to-peer presentations, one-on-one meetings,
field trips, and visiting artist lectures. The aim is for students to master the technical
skills required so that they can begin to investigate and articulate their own personal
photographic vision, culminating in a final, coherent series of 10-12 silver gelatin prints.
Throughout the course, ample time will also be spent on highlighting significant
photographers, past and present, so that students can begin to place their work within
photographic history and contemporary issues.

+

+

The Photographic Sketchbook
3 Credit Hours, Studio, Undergraduate & Graduate
Prerequisite: Intro to Photo (Darkroom or Digital)

Sometimes the most difficult question for the photography student is what to take
pictures of – where do you point your camera? What do you make pictures about?
Other disciplines encourage the use of a sketchbook to explore, gather, and test ideas.
In this studio course, students will learn processes and methods for creating their own
photographic ‘sketchbook,’ though it will take a very different form than the traditional
artist sketchbook. From brainstorming and free writing exercises to taking your camera
out into the world and ‘getting lost,’ from collating and cataloguing ideas online to
taking a whole roll of film without looking into the viewfinder, students will test out
various methods of sketching photographs, developing ideas and seeing in new ways.
The course will culminate in students developing their own self-reflective method
for gathering ideas for photographs and presenting a semester-long, hand-crafted
sketchbook.
Visual and Other Pleasures: Photography and Feminism
3 Credit Hours, Elective, Undergraduate & Graduate
Prerequisite: Intro to Photo (Darkroom or Digital)

How have women been visualized in art, culture, and memory? How have female
photographers used the photographic image to interrogate and articulate how women
have been represented in media and culture? This advanced-level elective course will
examine key female figures in the history of photography and the ways in which their
work engages with feminism/womanism, directly or indirectly. While beginning with
early photographers like Julia Margaret Cameron and Berenice Abbot, the majority
of time will be spent on female photographers from 1960 forward, including Carrie
Mae Weems, Annu Palakunnathu Matthew, Elinor Caracci, Carmen Winant, Laurie
Simmons, Deana Lawson, Christa Blackwood and Zanele Muholi, to name a few. Class
time will be primarily spent on close examination of artists’ work, group discussion
based on readings, lectures from guest artists, as well as occasional field trips to exhibits
and events. The course is heavily centered on reading and writing, so students will be
expected to read extensively and come to class prepared to have lively discussions about
the readings. For a final project, students will write a critical analysis of an artist of their
choice that in some way engages with the themes of the course.

LIGHT MAKES DARK: AN INTRODUCTION TO DARKROOM PHOTOGRAPHY
Rhode Island School of Design, 3 Credit Hours, Elective, Undergraduate, No prerequisites
Winter 2019: M, T, (alternating) W, 1-6pm, Design Center 417
Instructor: Jessina Leonard, jleonard@risd.edu, 704-771-8493

COURSE DESCRIPTION

“What makes photography a strange invention is that its primary raw materials are light and
time,” writes John Berger. In this beginning level studio course, students will master the raw
materials of light and time – using the 35mm camera, light metering, processing film, reading
negatives, printing contact sheets, and making silver gelatin prints. This course is fast-paced
and students will be expected to photograph and develop contact sheets for at least one roll of
film every class. Class time will be structured around group critique, darkroom printing, peerto-peer presentations, one-on-one meetings, field trips, and visiting artist lectures. The aim
is for students to master the technical skills required so that they can begin to investigate and
articulate their own personal photographic vision, culminating in a final, coherent series of 1012 silver gelatin prints. Throughout the course, ample time will also be spent on highlighting
significant photographers, past and present, so that students can begin to place their work
within photographic history and contemporary issues.

COURSE GOALS

technical
To master the 35mm camera: load film, focus, understand aperture, shutter speed, ISO.
To develop black and white film successfully and repeatedly.
To master producing tonally-rich silver gelatin prints.
critical
To learn the language for how to read and critique a photograph.
To develop an understanding of the critical framework of photography.
To understand key figures in historical and contemporary photography.
conceptual
To master making informed decisions about framing, composition, lighting, etc.
To foster a passion for taking pictures that ask or say something.
To create a coherent series of photographs that represents your personal vision.

LEARNING OUTCOMES

A demonstrated comprehension of using the 35mm camera, including loading film, exposing, and
using a light meter, and the relationship between aperture, shutter speed, and ISO. (25%)
An ever-expanding technical ability to make silver gelatin darkroom prints that demonstrate an
attention to detail and contrast, printing shadows and highlights accurately, and dodging and
burning in order to create tonally-rich prints. (25%)
The ability to place one's own work within critical and historical conversations within photography
and the ability to engage with contemporary issues in the field, both in group discussions, writing
assignments, and critiques. (20%)
A final portfolio that demonstrates accumulated skills and a willingness to experiment in order to
make a series of prints that work cohesively and reflect the photographer's vision. (30%)

ATTENDENCE POLICY +
DARKROOM SAFETY

As we will be working at a rapid pace, I require attendance at every class. An unexcused absence
will result in your grade being lowered by one half-letter (for example, A to A-). If you are more
than ten minutes late to class on more than one occassion, your final grade will also be dropped
by one-half letter. If you are sick or have extenuating circumstances, please send me an email
ahead of class and include a doctor’s note, if possible.
Sloppy or messy darkroom habits will not be tolerated and will negatively effect your grade.
Students must always clean up after themselves immediately. In the first day of class, we will
talk through what the expectations are in this regard. We will also go over the safety handout at
the end of this syllabus in-depth on the first day of class and it will be posted in the darkroom.
Please review it carefully and feel free to reach out to me if you have further questions.

GRADE ASSESSMENT

Three Shooting Assignments: 30% (10% each)
Artist Presentation: 10%
Quizzes & Short Assignments: 10%
Attendance, Participation, & Critiques: 20%
Final Portfolio: 30%
Grade A: The student completes all assignments on time, participates actively during critiques
and group discussions, demonstrates technical proficiency in printing, reprints unsatisfactory
prints, shows a willingness to take risks, works hard, asks questions, and participates generously.
Grade B: The student meets all expectations but does not demonstrate enthusiasm or personal
investment. Their printing skills could demonstrate more care, attention and nuance.
Grade C: The student misses multiple class sessions, does not complete assignments, and shows
up late to class on frequent occasions. Their printing skills are sloppy and their final portfolio
does not demonstrate an internalization of course goals.
Grade D: The student does the absolute minimum to pass this course.
Grade F: The student fails to complete the course.

METHODS

demonstrations
Hands-on, in-class demonstrations of technical skills intended to engage learners with various
learning modalities; follow-up demonstrations per student requests for clarification.
studio
Devoted class time to working in the darkroom or on an assigned project, allowing for trial and
error and the ability to receive immediate feedback from peers and the instructor.
critique
Constructive, respectful, and inquisitive group critiques at the start of every week, which will
draw on the active listening skills acquired through Mutual Invitation.
peer-to-peer presentations
Student-led research on key figures in photographic history will culminate in a thoughtful,
engaging presentation to the class, featuring slide-shows, videos, and artist books.
one-on-one meetings
Student-to-instructor and peer-to-peer meetings will be held to allow for in-depth reflection on
a student’s work and progress towards the final assignment.
field trips
Class field trips to the RISD Fleet Library Special Collections and the Siskind/Metcalf Print
Center will allow for a growing appreciation and understanding of photographic history.
writing exercises
In-class and assigned writing exercises will allow students to reflect on the development of their
own photographic vision and begin to articulate it through writing an artist statement.

CRITIQUE CRITERIA

Participation in critique is assessed by more than frequency of comments – namely, I look
for a demonstrated effort to engage and understand another’s work as well as genuine and
constructive responses that use concrete observations to make inferences about the work. I
also look for students who are thoroughly prepared when they present their own work and
demonstrate a willingness to engage with previous feedback from their peers and instructor.

OFFICE HOURS

Please email me (jleonard@risd.edu) or speak to me after class to set up a meeting. I am more
than happy to meet with you one-on-one to review your work in progress or talk through any
concerns or questions you might have regarding the course.

MUTUAL INVITATION

I begin every class with a method of group dialogue called Mutual Invitation, developed by Eric
H.F. Law, which aims to dismantle the power dynamics that exist within the typical volunteerstyle of classroom discussion and is one of the main ways I address inclusivity in the classroom.
Instead of offering a topic for discussion and waiting for students to jump in with their
thoughts, discussion begins with one individual who can either respond to a prompt, say “pass”
and invite another person by name, or say “pass for now,” before inviting someone else – which
is a key to return and invite this individual to respond again after everyone else has been invited
to speak. No interruptions or refutations are allowed. While an individual is speaking, everyone
else in the room participates in active listening. And by inviting each other by name, participants
begin to engage with those in the room who they might not as often be inclined to hear from.
I find this routine sets the tone of the classroom as being a place where each individual has the
opportunity to speak and no one individual can dominate the discussion. By establishing this
as an expectation, I also find that students are more cognizant of choosing respectful dialogue
and actively listening to one another during critiques and other group discussions. This practice
also instills a sense of trust within the classroom community that allows for controversy and
disagreement to arise with the knowledge that our core tenets remain – that is, a generosity
of spirit and a quickness to listen. While the practice may feel awkward at first, it will become
familiar with time!

ARTIST PRESENTATIONS

During our first class session, each student must sign-up to give a presentation on a particular
key figure in the history of photography on an assigned date. These presentations should be
20 minutes long and should include a slide presentation of images by the artist, a biographical
synopsis, and a reflection of why you think this photographer is significant or important (you
can also argue the opposite, if you prefer!). If you’d like, you can include short videos (no longer
than 5 minutes of your presentation time), interviews, or bring along artist books for students
to browse. Shape your presentation in such a way that it is engaging and holds our attention.
Please note: if there is a photographer who you are interested in or think would have something
important to offer our class who is not on my list, feel free to talk to me ahead of time and we
can discuss the possibility of you presenting on them instead.

EQUIPMENT

1. A 35mm manual camera with at least one lens (kit available from the Cage with $100 deposit)
2. Minimum of 20 rolls of B/W film, 36 Exposures, ISO 400, such as Kodak T-Max
3. At least 100 sheets of RC 8”x10” Paper, such as Ilford Multigrade IV RC DeLuxe Pearl
4. Acid-free 35mm film sleeves for negatives
5. A binder to store negatives
6. An acid free box to carry prints
7. A padlock for darkroom lockers

SOURCES

B&H Photo: www.bhphoto.com
Adorama: www.adorama.com
Hunt’s Photo & Vido0, 571 N. Main Street, Providence

WEEK ONE

Session #1: Monday, January 7th
• Introduction to Mutual Invitation: Names
• Reading Images
• Darkroom Orientation: Getting Darkroom Kits + Cameras
• Demonstration: Loading Film + Film Processing
• Artist Books + Presentation Sign-ups
• Lecture: Lens, Shutter, and Film Exposure
HOMEWORK: (1) Take pictures and process one complete roll of film. Bring this
to next class session in a plastic film sleeve. (2) Read handout: Black and White
Photography: Lens, Shutter, and Film Exposure. Be prepared for a quiz in next class
session.

JULIA MARGARET CAMERON
CHRISTABEL, C. 1870

Session #2: Tuesday, January 8th
• Mutual Invitation: Photographic Memory
• Quiz: Lens, Shutter, and Film Exposure
• Discussion: Reading Film
• Demonstration: Printing Contact Sheets
• Lecture: Photography’s Beginnings
• Demonstration & Studio: Darkroom Printing
HOMEWORK: (1) Take pictures, process, and make a contact sheet for one complete
roll of film. (2) Make four 8x10 prints and bring them to class.

MANUEL ALVAREZ BRAVO
THE ECLIPSE, 1933

Session #3: Wednesday, January 9th
• Mutual Invitation: Ancestral Objects
• Pin Up: Present Four Prints + Discuss
• Presentation #1: Julia Margaret Cameron
• Presentation #2: Manuel and Lola Alvarez Bravo
• Demonstration: Dodging and Burning
• Studio: Practicing Printing
• Visiting Artist: TBD
HOMEWORK: (1) Shooting Assignment #1: Take pictures, process, and make
contact sheets for two complete rolls of film. All photos must be taken within
one block. See handout for further details. (2) Bring six final prints to class for
our first critique – no experimentation this time! Try to make well-exposed
prints with a range of tone, including true black and true white. (3) Read
handout: “Photography is Easy, Photography is Difficult” by Paul Graham.
Underline and highlight particular phrases or sections that stand out to you.
Bring paper copy to class and be prepared to discuss.

LEARNING OUTCOMES

The first week of class is heavily focused on the techinical skills required to
get students up and running in the darkroom! Thus, by the end of this week,
students will demonstrate an ability to load film into their 35mm camera,
expose photographs correctly using a light meter, and process film. Students
will understand ISO, aperture, and shutter speed and their relationship to
one another. Students will show their emerging skills for how to print in the
darkroom, including printing contact sheets and how to dodge and burn.

WEEK TWO

Session #4: Monday, January 14th
• Mutual Invitation: "Photography is Easy, Photography is Difficult"
• Critique #1
• Presentation #3: Henri Cartier-Bresson
• Presentation #4: Harry Callahan
• Presentation #5: Roy Decarava
• Studio + Pin Up: Exchanging Negatives Exercise
Homework: (1) Choose ten photographs by at least five different B/W
photographers and bring them to class printed out on simple copy paper
(8 1/2 in. x 11 in.). Please be sure to note the artist’s name, the title of the
photograph, and the date of the photograph. Be prepared to present these
photographs to the class and talk about why you like them. How do these
images reflect your own photographic vision? (2) Read handout: Black and
White Photography: Film Developing. Be prepared for a quiz in next class session.

HENRI CARTIER-BRESSON
VILLAGE OF AQUILA, ABRUZZE, ITALY, 1951

ROY DECARAVA
JOE AND JULIA SINGING, 1953

LEARNING OUTCOMES

Session #5: Tuesday, January 15th
• Mutual Invitation
• Quiz: Film Developing
• “10 Photographs” Presentations
• Presentation #6: Diane Arbus
• Presentation #7: Robert Frank
• Visit Siskind Center / Minskoff Center
• Studio: Darkroom Printing
Homework: (1) Shooting Assignment #2:Take pictures, process, and make a
contact sheet for two complete rolls of film by either (a) following a stranger
home and photographing them or (b) photographing your mother. See
handout for furthur details. (2) Bring six final prints to class for our second
critique. (3) Read handout: excerpt from Camera Lucida by Roland Barthes.

Students will demonstrate their expanding skill set in darkroom printing,
including the ability to make tonally-rich black and white prints, particularly
through an exercise of 'perfecting' another student's negative. Students will
acquire a more advanced vocabulary for and knowledge of film processing, both
through learning from mistakes and from readings, discussions and a quiz.
Students will have a basic understanding of the beginnings of photography
and some of the key artists from that time period. Using the library and
resources available at the Siskind Center at RISD, students will begin to turn
to photographers who might help them define their own photographic eye,
and by doing so, enlarge their knowledge of the history of photography.

WEEK THREE

Monday, January 21st: MLK Day – NO CLASS!
Session #6: Tuesday, January 22nd
• Mutual Invitation: Camera Lucida by Roland Barthes
• Critique #2
• Reflective Writing Exercise
• Presentation #8: Duane Michals
• Presentation #9: Walker Evans
• Presentation #10: Emmet Gowin
• Studio: TBD

DUANE MICHALS
THE ILLUMINATED MAN, 1968

HOMEWORK: (1) Take pictures, process, and make a contact sheet for one complete
roll of film. Begin to think about what you want to focus on for your final
project and try to shape your images towards that end. (2) Make four 8x10
prints and bring them to class.
Session #7: Wednesday, January 23rd
• Mutual Invitation
• Pin Up: Present Four Prints + Discuss
• Visit RISD Archives
• Presentation #11: Graciela Iturbide
• Presentation #12: Robert Mapplethorpe
• Presentation #13: Sally Mann
• Studio: TBD

SALLY MANN
UNTITLED, 1982

LEARNING OUTCOMES

HOMEWORK: (1) Shooting Assignment #3: Take pictures, process, and make
contact sheets for two complete rolls of film inspired by nostlagia. See handout
for further details. (2) Bring six final prints to class for our third crtique. (3)
Read handout: The New Color: The Return of Black and White Photography by
Charlotte Cotton. Be prepared to discuss in next class session. (4) For next
class, bring in your eight contact sheets (if you have more, feel free to bring
those as well) to turn in for a mid-semester review. Please make sure your name
is on each one and use a paper clip or folder to keep them together.

Students will demonstrate an advanced skill set in film processing and
darkroom printing, making fewer mistakes and taking more risks and
experiementing with the process. Students will show that they are thinking
closely about tone and composition, making informed and controlled decisions
in their photographs to communicate ideas effectively. Through discussing
Camera Lucida, students will also demonstrate a beginning comprehension of
photographic criticism and the particular qualities of the medium. Students
will also begin to reflect on what drives their own personal photographic vision
and how they will synthesize that in their final project.

WEEK FOUR

FRANCESCA WOODMAN
FROM ANGEL SERIES, ROME, 1977

Session #8: Monday, January 28th
• Mutual Invitation
• Critique #3
• Sign-up for Individual Meetings
• Presentation #14: Francesca Woodman
• Discussion: The New Color: The Return of Black and White Photography by
Charlotte Cotton
• Presentation #15: An-My Lê
• Visiting Artist: TBD
HOMEWORK: (1) Take pictures, process, and make a contact sheet for at least
six rolls of film by February 4th. (2) Make eight 8x10 prints and bring them
to class on Monday, February 4th for a pin-up and review of your progress
towards your final portfolio. Feel free to include previous prints in addition to
your ten new prints. (3) Read handout: Getting Others Right by Teju Cole. Make
notes, underline, and be prepared to discuss in next class session.
Session #9: Tuesday, January 29th – NO CLASS!
One-on-One Final Portfolio Meetings

AN-MY LÊ
29 PALMS: MECHANIZED ASSAULT, 2003

LEARNING OUTCOMES

As per your sign-up time, we will be meeting for one-on-one 20-minute
conversations during our usual class time today – please arrive five minutes
before your scheduled time and bring all of your relevant prints and contact
sheets. We will be reviewing your progress towards your final portfolio and
discussing how you should move forward over the next week.

Students will articulate the unique benefits and difficulties of shooting in black
and white and why it is still worth doing – if it is! Students will demonstrate
an ever-expanding knowledge of photographic history, past and present, and
the ability to reference particular artists in critiques and in relationship to
their own work. Students will also demonstrate the ability to write about their
work, formulating words and concepts that speak to (or perhaps from) their
images. Students will also articulate their vision for their final portfolio, as
a culmination of all they have learned – techincally, critically, and conceptually.

WEEK FIVE

Session #10: Monday, February 4th
• Mutual Invitation: Getting Others Right
• Pin-Up: Final Portfolio Draft (student-to-student)
• Presentation #16: Jamal Shabazz
• Presentation #17: Hiroshi Sugimoto
• Writing Exercise: Artist Statement
• Studio: Portfolio Progress
HOMEWORK: (1) Write a short, formal artist statement for your final portfolio and
bring it to next class session. (2) Continue working on your final portfolio.
Session #11: Tuesday, February 5th
• Mutual Invitation
• Presentation #18: Sophie Calle
• Potential Presentations 'Catch Up' (in case of snow days)
• Studio: Portfolio Progress

JAMAL SHABAZZ
CONNECTED FOR LIFE, 1995

SOPHIE CALLE
THE HOTEL, ROOM 43, 1981

LEARNING OUTCOMES

HOMEWORK: (1) Complete your final portfolio of 10-12 sequenced prints and
bring them to our final class session for our fourth (and final!) critique. Please
include your final artist statement. See handout for further details. (2) Also,
bring and turn in the second half of the semester’s contact sheets for review –
there should be at the very minimum 6 contact sheets. Please make sure your
name is on each one and use a paper clip or folder to keep them together.
Session #12: Wednesday, February 6th
• Mutual Invitation
• Critique #4: Final Portfolio Presentations
• Darkroom Clean-up
• Celebration!

Through discussion of Teju Cole's Getting Others Right, students will
demonstrate the ability to engage with the ethical questions concerning
representation and identity, an important contemporary issue in photography.
Students will also complete a final portfolio of 10-12 prints demonstrating
their mastery over the technical skills of exposing, developing, and printing
35mm film. This final portfolio will demonstate their ability to make
photographs that work together in a series that say or ask something. In
addition, through their artist statement, students will articulate developed,
reflective and nuanced ideas about their own photographs and process.

DARKROOM SAFETY
+ ETIQUETTE
by Jessina Leonard

1. Limit access to the darkroom. Only authorized people should be using the darkroom (i.e. if
you are in this class). The darkroom is not an appropriate place to hang out with friends!
2. Cleanliness cannot be over emphasized – lack of cleanliness leads to contamination
between chemicals which will both mess up your prints and be a safety hazard. Pay close
attention to the introductory tour of the darkroom so you know how to handle chemicals
and materials appropriately.
3. Absolutely no eating, drinking, or smoking allowed in the darkroom.
4. Keep all chemicals off of your skin, out of your mouth, and away from your eyes. If you
get any chemicals on your skin, flush the area immediately with cool, running water.
5. You must use tongs at all times when processing prints. The only place you may use bare
hands is to remove prints from the water bath or to wash prints. Developers are toxic,
especially if absorbed through the skin over long periods of time. Also, be careful to keep
tongs separate according to their labeled chemical (developer, fixer, etc.).
6. Clean up any chemical spills immediately! Wipe up with paper towels, cleaning until you
are certain the chemicals are gone. Chemistry dries, turns to powder, gets on clothes and
books, and then into your lungs or absorbed into your skin.
7. Do not mix or pour chemicals at eye level, as a splash could be harmful.
8. Always wash your hands with warm water and soap immediately after leaving the
darkroom.
9. Always keep the wet and dry areas of the darkroom seperate. Do not bring wet prints to
your enlarging station. This is essential for preventing contamination of your prints.
10. When removing a wet print from the water bath or whenever you are handling a wet
print, always use a tray to carry it. If you don’t, drips of water will accumulate very quickly
on the floor and the darkroom will become incredibly slippery and dangerous.
11. Keep all containers and trays closed or covered when not in use to prevent the release of
toxic gases. Use the sheets of plexiglass available in the darkroom.
12. All spent chemicals should be placed into an appropriate waste container. In our case, all
chemicals can be disposed of down the drain except for fixer. Always make sure to dispose of
the fixer down the appropriate drain.
13. Label the date and time when you have mixed chemicals on the blackboard in the
darkroom. When you arrive to the darkroom to start printing and developing, check in with
those in the darkroom to confirm the chemicals are fresh. If they need to be changed, make
sure you check in with others who are working so you don’t start changing chemicals when
someone else is in the middle of developing a print.
14. Do not bring your cell phone into the darkroom, unless it is turned off or on airplane
mode so it does not light up when you receive messages. If you are the only one in the
darkroom, feel free to play music over speakers, but if someone else shows up, always defer to
them – are they okay with you continuing to play music over the speakers? Or, would they
prefer you to use headphones? Remember this is a communal work space and be respectful
of others’ presence and preferences.
15. Leave your enlarging station clean when you leave the darkroom – paper should be kept
in a box in the drawer, along with contact sheets, and the counter should be cleared off. If
you are the last one to leave the darkroom, you must clean up the chemicals and dispose of
them correctly. Empty developing trays, rinse with water, and turn over to dry.
16. Mainly, remember – safety first!

ASSIGNMENT #3: AESTHETICS OF NOSTALGIA
Introduction to Darkroom Photography, Winter 2019, Week 3
Jessina Leonard
THE PREMISE

Nostalgia, noun : a wistful or excessively sentimental yearning for return to or of some past
period or irrecoverable condition.
In a world of color photography, why take black-and-white monochrome photographs? What
does the medium of black and white 35mm photography have to offer as opposed to color
photography, particularly those made digitally? Is there something more magical, random,
physical, or nostalgic about b&w analog images vs. color digital images?
As photographer Aaron Schuman notes, nostalgia is a dirty word, referencing the sentimental or
foolish longing for the misguided ideals of the past. But the photograph is inherently nostalgic,
marking the passing of time and our inability to access that moment again.
“[Today], for cognizant, challenging photography . . . one of the most important factors . . . is
our visual recognition that the act of making and defining photographic practice in print form is
increasingly nostalgic, and perhaps calls for an aesthetics of nostalgia.” –Charlotte Cotton

GOALS

To consider why we still make black and white photographs with analog cameras and to reflect
on the unique limitations and advantages of the medium.
To create a series of six prints that show a demonstrated effort to wrestle with the concept of
nostalgia, exploring notions of the past, whether it be photographic, personal, cultural, political,
environmental, or otherwise.
To create a series of photographs that reflect conceptual thinking.
To gain insight into your personal vision through the limitations of an assignment.

METHODS

Read Charlotte Cotton’s essay, “The New Color: The Return of Black-and-White.”
Spend some time looking at the work of at least three of the photographers that Charlotte
Cotton mentions in her essay. Write a brief, one-page reflection on their work and her
comments about their work and whether or not you agree with Cotton’s overall argument.
With these reflections in mind, take at least two rolls of film about nostalgia. What does
nostalgia mean to you? Be careful to avoid irony, over-sentimentalization, or ‘retro’-pastiche.

OUTCOMES + ASSESSMENT

An effort – demonstrated through written reflection and class discussion – to understand and
engage the ideas presented in Charlotte Cotton’s writing and to consider their relevance and
importance to our own photographic endeavors. (20%)
The ability to take a broad concept or idea and explore it visually through specific, unique, and
interesting photographs. (20%)
A presentation of six prints that demonstrate technical proficiency and function succesfully in
a series (i.e. the images are better in a series than any one image on its own and there is some
thread that carries through each of them and holds them together). (60%)

MIDTERM COURSE EVALUATION
Introduction to Darkroom Photography, Winter 2019
Jessina Leonard
It’s halfway through the semester! Please take a moment to reflect on the course – what
you have learned, what has been successful, and what has been unsuccessful. I am always
willing to reinvent the class so we can make the best use of your time, so please answer
the following questions as honestly and precisely as you can. The more specific the better!
COARSE GOALS

technical
To master the 35mm camera: load film, focus, understand aperture, exposure, ISO.
To develop black and white film successfully and repeatedly.
To master producing tonally-rich silver gelatin prints.
critical
To learn the language for how to read and critique a photograph.
To develop an understanding of the critical framework of photography.
To understand key figures in historical and contemporary photography.
conceptual
To master making informed decisions about framing, composition, lighting, etc.
To foster a passion for taking pictures that ask or say something.
To create a coherent series of photographs that represents your personal vision.

PLEASE RESPOND

On a scale of 1-5, please respond to the following statements, with 1 if you strongly disagree and
5 if you strongly agree.
The instructor communicates class expectations clearly.
(strongly disagree)		

1

2

3

4

5

(strongly agree)

The instructor has helped me gain control over the medium and I feel confident taking pictures,
using the 35mm camera, printing, and dodging and burning.
(strongly disagree)		

1

2

3

4

5

(strongly agree)

The instructor has been flexible, altering the schedule to match the growth of the students.
(strongly disagree)		

1

2

3

4

5

(strongly agree)

The instructor has sought to create a classroom that is supportive and respectful, where every
voice and opinion has a chance to be heard.
(strongly disagree)		

1

2

3

4

5

(strongly agree)

The instructor manages the class fairly, i.e. in the way resources are allocated and in scheduling
critique times. No student is privileged over another.
(strongly disagree)		

1

2

3

4

5

(strongly agree)

Looking back at the course objectives (see above) and considering that we are halfway through
the semester, I feel like I am on the path towards successfully achieving these goals.
(strongly disagree)		

1

2

3

4

5

(strongly agree)

Please answer the following questions:
How comfortable do you feel with the techinical skills you’ve learned? Which skills, if any, do
you feel like you need further instruction or assistance with?

How helpful do you find the feedback you receive from the intructor in class? Do you feel like
you have a clear sense of how to move forward with your work after class?

How would you rate the experience and structure of group critiques? Do you find the feedback
you receive from your peers to be helpful?

How would you describe the atmosphere of the class? Do you feel comfortable and able to
participate in group discussions?

Do you find the assignments challenging and inspiring? Do they match your developing skills?
Or do they feel too difficult or too easy? If so, please note those assignments and explain why.

What has been the best part of this class?

What has been the worst part of this class?

COURSE ASSESSMENT RUBRIC
Introduction to Darkroom Photography
Winter 2019, Jessina Leonard
TECHNICAL PROFICIENCY		

CRITICAL THINKING

CONCEPTUAL DEVELOPMENT

3

3

3

3

demonstrates exceptional
understanding of 35mm
camera, film exposure and film
development; film is consistently
well-exposed and developed;
makes tonally-rich prints and
makes multiple test prints to
create final, perfected prints

demonstrates a refined
understanding of how to
talk about and critique the
photographic medium; shows
a passion for photographic
artists, past and present, often
finding new artists to reference
based on their own initiative

makes consistent, informed
decisions about how they take
photographs and present them;
demonstrates a willingness
to take risks and push the
boundaries of assignments;
culminates in a coherant series
presented with intentionality

on time at every class and never
misses a class; demonstrates an
eagerness to participate in class
discussions and offers insightful
and informed comments to peers
during critique; shows respect
to peers and the instructor and
is quick to listen

2

2

2

2

understands the key skills
required to use the 35mm
camera and make prints
independently; could
demonstrate more careful
attention to detail

engaged in critical
conversations and demonstrates
a progression of learning how
to read, analyze, and critique
photographs; spends ample
time reflecting on suggested key
photographic artists

demonstrates a growing
understanding of how to make
informed decisions when taking
pictures; photographs are
sometimes presented sloppily or
without an intention or thread
that holds them together; could
take more risks

misses one class and/or is late
to class on several occasions;
participates occasionally in
class discussions and critiques;
often late to pin-up work for
critiques; shows respect to peers
and the instructor but does not
actively listen

1

1

1

1

demonstrates a very basic
understanding of key skills, but
does not show any consistency;
good prints are a result of
happy accidents rather than
understanding the medium

engages in critical conversations
only when asked to participate;
does not seek out or reference
photographic artists in their
work, conversations, or
comments to peers

does not make informed
decisions about photographing
but rather scraps together
a series or assignment with
what they have; final series of
photographs do not demonstrate
careful thought or intention

misses two classes and is late
on frequent occassions; work is
not pinned-up before critiques;
assignments are late or
incomplete; only participates in
discussions when asked; offers
occasional unthoughtful or
disrespectful comments

0

0

0

0

fails to understand the key
skills; does not know how to
operate the 35mm camera, light
meter, develop film, or print in
the darkroom

does not participate in
critical discussions, even when
asked; does not know any
photographic artists or the key
issues at play in contemporary
photography

no thought or intention is
put into making photographs
and presenting them; final
series of photographs show no
relationship to each other

misses two ore more classes and
is late to class on almost every
occassion; does not participate
in any discussions or critiques,
even when asked; assignments
are late and/or incomplete

12 = A+		
11 = A		
10 = A-		

9 = B+		
8 = B		
7 = B-		

6 = C+		
5 = C		
4 = C-		

3 = D+
2=D
1 = D-

PARTICIPATION

