SCRIPT
ART CRITS: 20 QUESTIONS — Talking About Talking About: An Introduction to
1 iti — by Giles Bunch.

IONS TO THESE
Oking at Giles’ pai

{Oh, no, she's not saying anythin think of
d to say about the}

Jheni Arboine: | think the way you've composed this imag ting, and
the way you've done the outline, leading the eye around the image

Giles Bunch: {That sounds encouraging, that means she likes
colour, right?}

Jheni Arboine: You know something, | think if you experiment with
it, maybe change the scale, it would do something to the strange and contingen

Giles Bunch: {Ah, she hates the way the monkey fills the frame, | k
silly idea, | only did it like that because | ran out of red to fill in the sky with. She
about it being deranged and incontinent, | don't even know what she means by t

Jheni Arboine: | think you want to look at Gillian Ayres' paintings be
seems to use a similar palette to what you've done here around your subject ar
still got to do some work on it.

Giles Bunch: {I think she hates my painting, I'm going to scrap i
work on something else instead}. Thanks for your feedback Jheni, | really a

(Throws painting out the window)
THE END?
Jheni Arboine: Whilst these critique situations are invaluable for creators to learn

more about their practice, how the thing they've made ci icates to an audience, and for
understanding wider contexts and techniques... '

Giles Bunch: ...there are also many issues asso ith this format of learning
which sometimes impacts on a person’s confidence, self-esteem, willingness to participate,
even in some cases affecting their motivation to continue the thing that they do. As you saw
earlier, | was pretty anxious about showing that painting to Jheni. This is fairly normal and in
many respects it shows that | care about the thing that I've made

Jheni Arboine: But as we also saw, there was a big difference between what was
coming out of my mouth and what Giles thought | was saying. So, remember, always have a
sound recorder



Giles Bunch: Most mobile phones have a sound recording facility, and most
people have mobile phones, right? And, if you don't have a sound recorder, then why not assign
someone as a note taker, to make notes when you're presenting the work, this will help to take
away a lot of the pressure of hayi to what's being said whilst also making

Jheni Arboi e allows you to listen back
ck in a more

Or irrational
Decisions about your practice

Giles Bunch: Recording your critiques can also help if yo
English is your second language, since it gives you repeated opportuniti rately to
what is being said. Let's go back to this emotional response that we were t [

03.20
PUTTING YOURSELF OUT THERE:

(Talking Heads — facilitators and participants)

Linda Lencovic: | did my BA in Canada and | did my MA here in the U
a lot of difference between the two styles of critiques, and | found that a lot of th
more, you felt as if you were being judged, you felt as if your work was being jud
two are quite closely linked in the sense of the work and the ego being so inter-
students. That is something that is really stressing for students when they come
work. They feel that they're being exposed, and it's that sense of vulnerability t
out, right? | think a lot of the time it felt like you were there for either the tutor t
other students to judge you, and it didn't feel constructive to me

Peter Day: The students, in the feedback that | got, were ta
that somebody had been very critical about their work and it's almost as if been
very critical about them. So the distance between the student and their
disappeared, and it seemed to become something that was about a pe
personal attack

Rita Keegan: They're talking about your baby; re talking about your artistic
energy

Peter Day: The students seem to be putting t
the work, you know, that the crit was actually placing themselve
piece of work even -

er attack, and not the

Linda L: The thing | sort of do with my students is get the group together and

open up the dialogue: “What it is that you're afraid of?” “What is it that you want to do?” “What is
it that you want to get out of the crit?” and set up these series of rules as to how they would like
the crit to progress as a group.

Mark Dean: One of the tips | give to people is, try not to be too defensive



Peter Day: That this is a positive thing, even though some of the language might
not appear to be so. I'm trying to say that being critical is not necessarily being negative, | think
that's one of the things, and also to try and not have students feel like it's a criticism of them,
within the process of being in a crj

Mark Dean: ber seeing people, and they
would co hey get through the half

sit down in the crowd
ome off stage so to

, and you can see they're "Ha! I got through
d of deflation and you could almost re ear, | didn't

o that, what | defended myself from was the o en up my

06.19
DEVELOPING INDEPENDENCE

(Narrated section)

Giles Bunch: In these situations, it's important to listen to the ad
be receptive to critique. Nevertheless, this doesn't mean the feedback is neces
other people can be wrong. The decisions you make about how you develop yo
be informed by what others say; but they don't have to be guided by it, and ultim
do what you feel is right

(Talking Heads — facilitators and participants)

Luis Ignacio Rodriguez: | might say to you, “stop doing performance, silly, it's
carry on painting”. But then one | could be wrong, | might not know enough abo
and two, | could just be doing the wrong thing, because if you were to throw yo
painting, just because | said it, who am 1?7 but then your heart is not in it, then
be crap. Not very good, rather.

Kristine Omandap: When | was in foundation, they critiqued a ce
a typographic piece in front of the whole studio. And when it came to th
course, | had to create a portfolio, and by following one particular tutor
the others, | arranged this typographic piece in a particular way. Then wh
my portfolio, they completely slated it. They said it was terrible, it was rubbis
“but | followed the tutor's advice, you know, this is what they.told me to do”

| was like,

Matthew Randle: So what you're trying.to'say is, “do
heart says?”

en to Luis, but do what your

Luis Ignacio Rodriguez:  Ultimately

Kristine Omandap: They tried to make it clear that although this is what your tutor says,
you should take it with a pinch of salt, sort of thing. If, if you feel very strongly about it, you take
a part of it, you know, you don't have to take it completely, because it's your work, it's not theirs

Nathan Chenery: One of the things where you trip yourself up with that, is when you're
making suggestions and students go "oh, yeah, but | have to do that because this tutor
suggested it". And | felt like, well, you know, that was a suggestion, that's part of it, that's
opening the work up



Graham Crowley: You give somebody a methodology. You don't give them your
approval or disapproval, you teach them how to be critical and analytical, right?

Roddy Hunter:
career, you go

a practitioner, that, you know, in mid-
what happens if | take this

ke decisions. | remember
ding on the tutor by the
e remedy for it, then
that judgement.

essful because they don

(Narrafed section)

Giles Bunch: When you're involved in any discipline, you ten
specialist language associated with it. This language is useful since it equip
needed to speak about the things you do, and gives you a greater understan
But it's also important to remember that people have different ways of describi
different cultural backgrounds, and varied levels of experience, so you need to
clear and be aware of the experience of those you're speaking to

(Talking Heads — facilitators, participants and industry professionals)

Katherine Fishman: I've noticed that after a certain point people all tend t
same way, and use the same vocabulary

Bernadette Blair: Students often end up sort of voicing the same word
heard their tutors do

Katie Streten: You start picking up on how other people criticise
vocabularies, because you're having a new experience

Bernadette Blair: Part of that is learning a terminology
Katie Streten: That can sometimes overwhelm your own lan

most important things in speaking, is that you make yourself clear and make
you start using other people's words, that will disappear

elf known. If

Graham Crowley: You know, Wolheim.said{it take
intelligence and application, to address complex subjects, so
language register that anybody and everybody can understan

ore effort, and a lot more

Luis Ignacio Rodriguez:  Sometimes when people drop narﬁes, at crits, they don't make it
easy for the person listening, or to who that information is directed at, to actually find those
names



Graham Crowley: Oh, yeah, hold on. | think it should be a matter of etiquette, and a
rule that if anybody, in a crit, or seminar, or lecture introduces a name, whether it's Russell,
Wittgenstein, Plato, you know, or Elizabeth Taylor, to explain, just to contextualise. Because
not, and I'm not joking about all acters, because there're always somebody in the
room, who has other al background where people like
Elizabeth Tayl they are here

ave audience member to
ay, "can you unpack

: When | facilitate sessions, often I' articular
his sometlmes well, often, a benefit of it, as | don't k on't know
the acronyms and so I'm using pretty straight forward language. If |
I'm asking that person to explain to me, and then maybe there are othe
feel more embarrassed about asking that question...

Sean Cummins: They have to hear themselves say things out in t
assume that everyone has a common understanding of certain technical wor

Alison Coward: ...S0, the fact that I'm asking that question because
understand, or | don't know, and then I'm reinterpreting it back to the group, ma
there's people in there that will understand too

12.23

THE ROLE OF THE FACILITATOR:

(Narrated section)

Giles Bunch: In part two, | spoke about how the size of the group

way that people interact with each other in critiques. As well as an awarenes
role of the facilitator, or chairperson can also play a big part in fostering an e
people feel comfortable getting involved in the discussion. Nevertheless, th
always about talking and a moment of silence from the group, or individu
part of this process. Alison Coward talks about the role of the facilitator i

(Talking Heads — facilitators, participants and industry professionals)

Alison Coward: One of the roles of being a facilit
out and being aware of the dominant person in the roomgfan
room that haven't had the opportunity to speak

tor is just, kind of keeping an eye
here are a lot of people in the

Katherine Fishman: It didn't happen in every crit, but sometimes at the end of the session
the tutor would ask everyone in the group, “if this was your piece of work, what would you do
next?” We would go round the circle and everyone would answer the question; and | think that
was really nice because it gave everyone a chance to speak if they've been thinking about
something, but they hadn't got the chance to say it; it was kind of well now would be the time
when you could say it

Sean Cummins: | think the group's briefed at the beginning that sometimes, someone
may say only one thing over a three week period, but how can that person still be active there.
Also that sometimes someone can say something at every possible opportunity and not really
be saying that much



Bernadette Blair: About sort of the quality of what they're saying, it's very much about
the quality of the conversation we are having with them

Alison James:
the kinds of q
kinds of

he student audience, really think about,
ome preparatory work on those

sibility. It felt like
of the work, but
e set of

thing, that you were kin
rking on it together. But then you also

Alastair Payne: And also, | also think you've got to be ca
around you look at this. | guess it's not always about trying to get peop
the listening aspect of a crit is equally, if not slightly more important at i

Jim Hamlyn: Sometimes people, teachers, especially, domina
they're uneasy about the silence

Sean Cummins: Sometimes, it's appropriate for the group to say not
long period of time, and that, that's not comfortable, that's quite uncomfortable,

Alastair Payne: So it's not about trying to force people to engage thro
it's the construction of a learning environment that whether they speak or listen,
learning

Joanne Lee: During the discussion, to note we might have been sj
time, | think it's quite good to make it visible and potentially to allow space. | me
be able to say, “well | didn't know what to say”, which can open up the, “but wh
what to say”, kind of dialogue

15.28
AN INTERNATIONAL PERSPECTIVE & ENGLISH AS A SECOND LAN

(Narrated section)

Giles Bunch: In critique situations, you'll meet people from vari
world, who have brought with them different cultural experiences, and native languages. The

anxieties or doubts that you may encounter in critiques,w ared by many, regardless of
your place in the world, but it.is important to be. alert to the of those bringing with them
different languages and backgrounds

(Talking Heads — facilitators and participants)

Alastair Payne: Particularly international students, maybe coming in, might have a
really different experience in the country that they have studied in previously

Mark Dean: There are two issues here, one is English as a second language

Alastair Payne: They might not have crits, in the institution they've come from, and
it's a radical thing for them to actually engage with other students in that environment



Mark Dean: And the other is a sort of broader cultural language

Bernadette Blair: | think there needs to be an awareness of what culture they're
bringing with them, and especial action sort of culture

Nim Kook: atural to ask questions, but in my country, |
think when the S er but other students, they give you
ause everybody knows but

| think the way that I've d8 pu can do it is to
ole group aware of each others back me sort of

: Because English is not my first language, to
|mprOV|se | don't know how to express it, but it's a bit harder to, you kn€ pud what
you think
Roddy Hunter: Yeah, you must be patient, you mustn't vocalise

what it is that they're thinking, you must wait for someone to find the words thz

Nim Kook: First year wasn't easy but as time goes by, you get
people around you, you get more relaxed and it's getting easier to talk to peopl
time, because you don’t know many people, it's more nervous and you don't kna
about your work. | think you're just learning through time

Roddy Hunter: Obviously, that's going to be terrible for someone's ca
you're suggesting that you know what they're thinking

Miz Nakaishi: It's not just about whether language is well spoken o
about confidence, | think. | think we have to have more confidence than nationg
because it's very easy to get hide, because of the cultural differences, or beca
language barrier. It's such a complex feeling, because | still have it sometime
outsider. We always have to push ourselves more than national students, tg
situation as we are not visitors at all, this is our university too. We have to
attitude; otherwise we're going to miss things

19.08
DEALING WITH DOUBT

Ann Hulland: | talk to the fine art students.infth
where we have to deal with doubt, positively. There will never
eliminate doubt, we wouldn't be doing it. | don't mean the crit, | an the subject, it's
inherent in the subject. It's very important to talk about these things and make students aware
that it is a shared thing, that everyone feels doubt, that people that are teaching them have the
same fears about putting their work in an exhibition as they do, you know, will it be understood?
Will it be misunderstood? Will people like it? Is it relevant? The same fears are there no matter
what stage you are in the creative process; it's just that the younger you are in the process, the
more overwhelmed you are with those. | think teaching structures have to acknowledge that, but
not eliminate them, not, not pump them up, not make them horrible encounters, but you can't
eliminate them

t year, about how it's a subject
e doubt, and if you could

(Narrated scene)



20.18
Jheni Arboine:
you showed me earlier

Giles Bunch:

Jheni Arboi

I've had some more thoughts about the painting of the monkey that



