
A Statement of Teaching Philosophy 
 
Teaching has always been deeply intertwined in my path in learning and professional 
development as an artist. I enjoy the passages and interchange between studio and the 
classroom environment to regularly create conversations at a level of depth and engagement 
that are rarely possible in daily circumstances and social circles. I love how teaching 
challenges me as an artist to disentangle and communicate the fundamentals of the creative 
process.  
 
At the risk of sounding naively ideological, and even though it is far from perfect, I love the 
idea of the academy as a place dedicated to learning and research with the intention of full 
expression of potentials set by fields and under humanistic considerations. And while 
graduates face concerns in the real world that exceed the academic environment, I see the 
years in school as a great opportunity for students to develop their identity as creative 
individuals in an informed and resourceful environment.  I am committed to designing the 
time and conditions for students to do that. 
 
I work to create a class environment that supports productivity, creativity and a culture of 
teamwork for students, while providing a strong understanding of painting’s historical and 
contemporary practices.  I see a wide perspective of what art and painting are and can be as 
essential when presenting imageries, materials, processes and techniques to students and 
when working with students from various backgrounds. I use this wide perspective to question 
all levels of the creative process, from the visual contexts feeding art making, through the 
kinds of materials, processes and physical expressions to types of verbal or written 
communication used.   
 
While painting is a field deeply situated in the history of art, and perhaps one of the 
paradigmatic carriers of both pride and faults of civilizations, I am excited by the ways the 
practice of painting is opening itself not only to new materials and processes but new 
definitions as well.  Teaching is for me a way of exploring many of these possibilities with 
students, from art’s entanglement with social forces of exclusion and misrepresentation of 
unprivileged groups, to forms of an expectation for inclusivity, diversity and difference.  
I think now is an exciting time to be a painter at the crossroads between decades-long 
expressions which have rendered painting dead, obsolete or outdated matched with romantic 
periodic resurrections, and its legacy and ethos of functioning as one of the primary forms of 
image making and a cultural Avant-guard. Now is an opportunity to see painting anew, 
redefine it and search through it.  I see a clear need today to experience painting in its 
broadest terms, including collaborative intersections with other media and other fields. I 
incorporate studio visits by other faculty members in and outside of the department, as well as 
a wide assortment of visiting artists, thus increasing student awareness of a wide spectrum of 
painting's past and present approaches, materials and processes.  
 
I see the question of what are the skills necessary for artmaking today as a critical site where 



much of contemporary debates on art and aesthetics are located. I believe that gaining a 
thorough understanding of painting’s historical processes and materials is not only 
advantageous but a powerful and an essential experience that will assist students in making 
their choices as they develop their identity as artists.  I gained much of my experience 
teaching fundamentals techniques in drawing and painting, such as measuring, tonal value 
and gestures from life, as well as color mixing, perspective and composition approaches 
related to light, temperature, space and traditional design elements and in relation to 
different combinations of process such as premier-coup, layering and scrambling. I use a 
variety of drawing and painting materials such as charcoal, pencil, ink, watercolor, acrylic, 
pastels and oil paint, as well as non-traditional materials based on individual students interest. 
This part of teaching always brings a sense of being grounded in the practices and history of 
painting, which I love to pass on to my students.  
 
At the same time, I encourage incorporation of various practices such as printmaking, collage, 
craft processes, digital editing, video, and installation approach to painting, based on 
student’s individual interest, abilities and class level. I use demonstrations on how 
incorporating new pigments influences traditional color relationship, presentations of 
contemporary variations of traditional themes such as still life, portraits and landscape, and 
examination of visual references such as news images, graffiti, cartoon, gaming, 
advertisements and marketing imageries intersected with traditional approaches such as 
realism, abstraction, fantasy and illustration.  
 
I invite students to personally challenge their own notions of beauty, elegance, genius, high 
and low art, universal ideas and independence and to consider a wide range of aesthetics, 
from comforting to difficult. For example in a basic painting class I asked students to collect 
imageries that reflect attraction and repulsion and make work based on both sides of axis. In 
another class I used an assignment that collected visuals of everyday activities and reflected 
through artmaking and through text on the notion of the everyday for the underling systems it 
reflects.   
 
Given the impact critical theory has had on my work, I use critical texts and visual references to 
expand the context of the discussions we have in class and generate new ideas that enrich our 
reflections on the painting process. For example, in a figure painting class, while working on 
the relationship between bodies and objects, I bring in excerpts from Donna 
Haraway’s Cyborg Manifesto, Baudrillard’s System Of Objects, and Julia Kristeva’s essay On 
Abjection, along with a variety of art pieces exploring related topics. I find that by bringing in 
different voices, attitudes and opposing opinions, students are more inclined to actively 
engage with the ideas and interrogate their own work in new and exciting ways. Equally 
important, it gives me insight into the animating intellectual and aesthetic concerns of each 
student, helping me develop pathways in studio conversation and critiques to move their 
ideas forward in ways that are true to their artistic vision.  
 



The questions I ask myself and my students are: How will a particular piece function as a work 
of art today? How does it show awareness to what kind of object it is, to the places that it lives 
in or intended for, to the process and performance of its execution, and finally, are these 
considerations reflected in the images and are the ideas contained in the piece itself? Perhaps 
more importantly, as students begin to use painting as a symbolic or metaphorical field, they 
start asking questions like what is worth making? What kinds of marks do we make in our 
community and on our work? How do we interact with frames of thought? And what are the 
functions of the image-objects? 
 
Students face a climate of belief where truth is no longer a powerful predictor of events or 
easy to identify; where, if well explained, every influence is justified, from the most 
idiosyncratic and indecipherable through hyper local knowledge known only to a small group 
all the way to classical canonical culture. This can be at times confusing or even overwhelming. 
Even more so when the pressure for authentic expression and quickly spotted quality pose a 
demand that each artist or student will come out of school with a unique set of skills that is 
well developed and a clear explanation of what it all means. I find this aspect of bringing their 
truth and knowledge into play is also invigorating and empowering for students. I believe that 
reconciling these complicated cultural currents into a coherent whole can happen only on the 
truly personal level. For this reason I help students realize their individualized skill set in variety 
of ways. Working with students on finding what ideas, contexts, materials and processes are 
most worthy of investment is one of the processes I find most fascinating and rewarding.  
 
I continue to experiment in different areas in teaching and to implement the latest research on 
creativity in various fields, to find what are the most effective steps I can take as a teacher to 
create a class environment that encourages motivation and involvement. I find that the most 
important factors that affect the quality of student involvement and investment with their own 
work is a combination of high expectations with an underlying culture of team work.  
 
While I keep my assignments as open to interpretation as I can to allow for individualized 
experience, I convey to students clear expectations for high productivity and for responding 
to feedback from myself as well as peers.  
 
I believe that to get better one needs to make a lot of work. For this reason, in many of my 
classes I concentrate on making serial work in a course’s early stages. I find that identifying 
student’s strength and providing positive feedback encourages high productivity at the early 
stages, not just because it invokes interest needed for creative experimentations, but also 
because it provides students with simple first active steps from which they can start the 
process, get a momentum, and begin to make progress.  I provide feedback in a variety of 
forms, from in-progress and final group critiques, through student presentations in class and 
extensive individual feedbacks along the process.  
 
To create a culture of teamwork I prioritize setting a psychologically safe environment, 
allowing for honest uncompromising conversations that push the work forward. To set up the 



norms needed for such environment, I use principles such as equal conversation turn taking, 
deep listening and peer learning.  Equal speaking time for every student, even if achieved 
over a period of one or two weeks is a simple and profound way of keeping every student 
alert. When students know that what they have to say will be heard they prepare more 
extensively before classes.  Deep listening also serves the purpose of bringing up ideas that 
students will express only if invited, and includes sensitivity to verbal and nonverbal cues, 
inviting students to express thoughts they may have left out of the conversation.  I also rely on 
peer learning for community building, increase student interactions with one another and add 
new perspectives and contexts to the discussion. After an introduction of an assignment or a 
demonstration, I have students practice or discuss in small groups, or invite a student to 
explain it to the rest of the class in their own words.  
 
In addition, in the ever-increasing proliferated use of social media and sharing possibilities, 
communication becomes a major field that every artist and creative professional has to 
engage and address. In a culture of fast scrolling and quick clicking, competition for attention 
and for standing out, every art is media art and requires new communication skills.  I 
incorporate visits from MFA students and recent graduates from a wide assortment of 
programs in order to give students a sense of what life as a working artist might look like. I 
organize grant-writing workshops and give students assignments that help them cultivate the 
writing and conceptual skills necessary for success in acquiring funding and recognition.  
 
In summary, my courses aim to give students the full range of skills and faculties to make art at 
whatever level they choose. I see teaching in this way as a stimulating and energizing part of 
my practice as an artist, and I find that students respond well to my wide-ranging and all-
inclusive approach to art and its creation. 
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