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I Portfolio Purpose: Goal of the Peer Review Process 
 
 When I signed up for the Peer Review program, I knew I could use some guidance 
with my photojournalism class. Not only would I be teaching it for the first time, I would 
be teaching it in only my second semester at Kansas State University.  

Two other challenges awaited me. First, having worked as a news photographer 
in the past and in newspapers for a couple of decades, I have an intuitive sense of what 
makes a good photograph. Finding the words to explain my intuitions would require no 
small amount of reflection and preparation.  

In addition to instruction, the class would require me to evaluate and grade the 
photographs of students whose skills would vary tremendously. On the one hand, I 
would be teaching students who had worked for the campus newspaper for several seme-
sters, some of whom had held internships at professional newspapers. On the other 
hand, I would have students whose only photographic experience outside of cell phone 
shots posted on Facebook was the prerequisite class that explained the basics of using a 
camera and composing a photo. Finding a way to grade them fairly would be a goal of 
mine. 
 I presented my mentor, Professor Cora Cooper, and my peer, Professor Cathie 
Lavis, with an early draft of my syllabus and discussed my goals for the students. They 
were two-fold: Understand the beginnings of photojournalism, its development, and cur-
rent issues. Second, select a story to photograph over the final two to three months of the 
semester. 
 Lectures would tell the story of history, along with assigned reading. To give ideas 
of excellent photography, I would show examples once or twice a week (the class met 
twice a week) of a prominent photographer’s work and explain its relevance. I also 
wanted them to think about how photography is used by news outlets today, so each stu-
dent was assigned to choose a news source (typically a newspaper or web site, but it 
could be any other news medium) to follow for several days. During class, the student 
would bring in the papers or show the web site and explain how the photos were used in 
the publication.  
 Presenting the news, whether in photos, text, video, or anything else, is more 
complicated that it appears by simply looking at the final product. So I wanted students 
to learn a little about the choices that go into creating the news. For this I used a case 
study of a “Frontline” documentary in which the producers had to select which parts of 
interviews to use in their film, and which to leave out. Students were assigned back-
ground reading to do in advance, and after watching the case study in class wrote a paper 
in which they had to explain what they would have included and excluded, and why. 
 All of these aspects of class counted for about half a student’s grade. The rest 
came from their photo portfolio, which served as their final project.  
 My goal with the students’ portfolios was to help them find an idea that they 
could follow for several weeks, in the end telling a story in several photographs. I en-
couraged them to think of ideas they had an interest in, and to look on and off campus. I 
wanted them to understand that the project needed to last several weeks—it couldn’t be a 
one-day event, for example—and that they would need the cooperation of the subjects 
they photographed. Students wrote proposals, the best of which I shared with the class. 
 Once the students started photographing, they brought in proofs of their work 
(prints made on inexpensive paper from a standard printer). The first time that they 
brought in proofs I reviewed each student’s work individually, in front of the class, giving 
positive reinforcement and suggesting which photos could be improved by re-shooting 
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and the kinds of pictures that were missing. In subsequent classes, I paired students to-
gether (different pairings each time) and had the students critique each other. 
  As I prepared for the semester, I had several key questions I looked forward to 
exploring with my peers. 
 How could I fairly grade students whose abilities and backgrounds were so differ-
ent? How could I connect with all of them, finding a way to open their eyes to new ele-
ments of photography that would challenge the experienced students without losing the 
newcomers? These are the questions I would like readers to address when reviewing the 
portfolio. 
 Syllabus development was another big question mark for me. New to teaching, I 
had reviewed syllabi that, on the one hand, listed the topic for each day the class met; on 
the other, I’ve seen syllabi so brief they barely elaborate on the course description in the 
catalog. 
 I was hopeful that the Peer Review program would help me find answers to these 
questions. I am thankful that the program did, particularly through the guidance of my 
small-group colleagues. The class, and my students’ experiences, were far richer with the 
insight I gained from the program. 
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II Course Design: Course Details and Background 
 
 The course is intended to explain the world of news photography, its goals, chal-
lenges, and functions. The Internet’s effect on the news is significant because newspa-
pers, the organizations that are most likely to hire young photojournalists, are under se-
vere stress caused by the decline in advertising revenue that follows a switch to online 
content. As a result, newsrooms are not only hiring fewer staffers, they are shrinking 
their news output. So another point I wanted to make was how a news photographer 
could survive in the new media world. 
 What we today call news photography has its roots in the social documentary 
photography of the early twentieth century. At the time, cameras were large (about the 
size of a microwave oven), heavy, and delicate. Negatives were glass plates, which were 
easily broken particularly when the photographer worked outside the studio. To top it off 
exposures were slow. In short, technology prevented photographers from working quick-
ly, candidly, and certainly not surreptitiously. 

 By the 1920s, however, cameras had become much smaller and far more durable, 
and flexible film were common. Photographers could explore social issues and report 
without tripods or assistants. The Great Depression created an unlimited supply of sto-
ries of misfortune, which photographers helped to tell.  

After World War II, most news photography told the American success story. It 
wasn’t until the 1960s that society opened up sufficiently to be willing to examine cultur-
al challenges such as racism, poverty, and the way farmworkers, particularly immigrants, 
were taken advantage of. Life magazine was in the vanguard of covering such topics, 
which larger newspapers began to take up as well. 

The rich social history of news photography is often overlooked today. More 
common are photos of celebrities, sporting events, and politicians at podiums. Such pho-
tos are taken at a planned event, at which the photographer simply needs to react (press 
the button) at the right moment. 

More important, however, are the stories that require a photographer’s intellect 
to uncover. A good photographer should learn how to find a story, research it, propose it 
to an editor, and then deliver on it. For the class, I asked students to find a story they 
could tell in one of three traditional ways. 

One was the photo story, which typically follows a person or group as they go 
about their lives. But it’s not simply a day-in-the-life project. The subject needs to have 
something unusual about him or her. For example, a single mother who’s also a student, 
or the last baker in town who still gets up at 3 every morning even though his clientele 
grows smaller every month. Most students chose this approach. 

Another choice was to create a documentary project. In this method, a photo-
grapher reports a topic, one with enough layers that the photographer can cover it in a 
number of ways. For example, poverty in Riley County may have as its primary subjects 
homeless families or the chronically unemployed, but the reporting could include social 
service agencies, the head of the unemployment office, and the kinds of jobs that pay 
minimum wage. A few students chose this approach. 

The third option was to create a portfolio around a student’s stylistic interest or 
topical specialization. Studio lighting (with multiple flashes) or team sports are examples 
of this option which, to my surprise, no one chose. 

The course covered two other important aspects, intellectual reactions to photo-
graphy and newsroom ethics.  

The course worked toward the portfolio by covering history at the beginning of 
the semester. This was the easiest part to teach because I had complete control over the 
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content: my lectures, the assigned reading, and the photographers’ work I showed in 
class.   

As we ended the historical overview and began discussing the project, we moved 
into the intellectual reactions to photography. This portion was similar to history be-
cause I controlled the lecture and reading. I required two papers on these topics.  

For the ethics portion, I also had control with the assigned reading and the video 
case study that we watched in class. 

The portfolios, however, were created without my direct involvement. Of course, I 
had set the parameters in class, and the students’ work in progress was reviewed by their 
classmates and by me. But the photography itself took place on their own time. Since I 
didn’t know what kind of quality to expect, I used the in-class reviews as a way to em-
phasize new directions and to suggest ways to improve weaknesses. Seeing the final re-
sults—particularly the improvements—was the most rewarding part of the course for me.  
 Ten undergraduates took the course, five of whom were seniors, four were juniors 
and one was a sophomore. Half were women, two were from outside Kansas (New Mex-
ico and Illinois), and all were Caucasian. Three of them had been my students in a pre-
vious class. 
 Three of the students were majoring in journalism and mass communications. 
For three others it was their minor; their majors were sociology, anthropology, and fine 
arts. The other four majored in engineering, modern languages, and biology. Seven of the 
students worked for either the Kansas State Collegian, the campus newspaper, or the 
Royal Purple yearbook (or both); in my role as the adviser to the Collegian, I was already 
familiar with these students. Of the seven, four worked as photographers and so had 
plenty of experience before taking this class. The other three were editors or writers 
whose experience in news photography was negligible, as was the case for the three who 
had never worked for a student publication. 
 The four with a bit of practical experience in photography naturally took to the 
portfolio assignment faster, and were quicker to focus their stories. The others demon-
strated a broader range of comprehension and enthusiasm for the classroom portions. I 
was lucky to have among the former group three students who were vocal in sharing 
their campus expertise, giving classmates the names of people or offices to contact for 
help with their stories. When pairing the students to review their work in progress, I 
never put one of these four with each other, instead connecting them with students who 
needed more help. 
 During the other portions of the class, the students were essentially equal. Even 
the experienced photographers were only barely aware of their medium’s history, none 
had had to write about its intellectual impact, and none had taken a class in journalistic 
ethics (although some had covered it as a segment of another course, as they did in this 
one). 
 Journalism has a tremendous impact on society. Journalists need to understand 
the way in which their information is received, because that’s often quite different from 
the way in which they believe it is understood. The interpretation of photography is es-
pecially subjective, so I wanted students to learn how their work as professional photo-
graphers would be seen by the public. 
 The course goals and learning objectives were, in summary, to help prepare stu-
dents for the professional realm of news photography by giving them a historical and in-
tellectual background of the medium and by requiring them to find and photographic 
portfolio that they would work on for several weeks. 
 Specifically, the historical section was to explain how news photography started 
and why photography that covers social issues is the most highly regarded. The intellec-
tual section was to require them to ask themselves why photography matters, how it is 
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distinct from other news media (print and video), and ask them to answer its critics. The 
segment on ethics put them in the position of making a difficult choice about which por-
tions of an interview with women who had had abortions should be included in a docu-
mentary film.  
 My goal was to make them think about news photography as an outsider—such as 
the journalist’s audience—would think about it, and in so doing make them consider how 
news photography is seen by those who aren’t creating it.  
 Students in the course earn credit for the journalism and digital media sequence 
within the school of journalism and mass communications. The class is an elective, with 
the prerequisites of news and feature writing (MC200) and photography (MC311). It and 
photography are the only two courses on the medium in the school. It is the only photo-
journalism course in the university. The Department of Communications in the College 
of Agriculture, which offers a major in agricultural communications and journalism, has 
no photography classes. 
 The course incorporates alternative news media by giving credit to students who 
create digital slide shows for their final projects. While film cameras are permitted, the 
school has no facilities for processing film; all the students used digital cameras. 
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III Teaching Methods: Implementation of Pedagogical Goals 
 
 I taught the class primarily through lecture, with discussion at the end of most 
sessions. The class read from one book, “They All Had Cameras,” by Richard Steven 
Street, which was on reserve in the library along with copies of the assigned chapters. 
They read a second book, “On Photography,” a series of essays by Susan Sontag. Lectures 
were illustrated with photos that the authors discussed because photos are rare in the 
Street book and absent in Sontag’s. I found that once the students had seen the photos, 
they had a much easier time discussing the concepts relating to them. 
 My goal was to cover key issues in the history and criticism of news photography 
as a background for understanding the role of photojournalism in society today. 
 The segment on ethics was a combination of assigned reading, video, and discus-
sion. It was a case study prepared by the Knight Center at Columbia University’s Gradu-
ate School of Journalism, in which a documentary for the PBS show “Frontline” was the 
subject. In advance, students read that the documentary, “The Last Abortion Clinic,” 
covered the struggle in Mississippi between maintaining and closing the only clinic in the 
state that performed abortions.  
 The ethical question centered on one interview of several women who had had 
abortions. Students learned in advance that the producers felt that the interview was top-
ically relevant, intellectually challenging, emotionally strong, and journalistically signifi-
cant because it recorded women talking about their abortions and the regrets they felt. 
But the length of the edited interview took nearly one-third the time of the entire docu-
mentary. Should the complete interview be used, and other valid information cut? If the 
interview should be trimmed to fit the time available, which questions and answers 
would remain? Or would excerpted portions distort the interview, leaving as the best 
choice keeping it out of the film entirely? 
 When I assigned the reading I explained that the discussion would not consider 
any issues of the legality, ethics, or morals of abortion. Instead, we would discuss the 
topic in the same way it would come up in a newsroom: Detached professionals making 
decisions without letting personal feelings interfere. I repeated this guideline before 
watching the video and again before assigning the paper. It worked. No one took a soap-
box position on abortion, and everyone discussed the ethics of the case. 
  The background reading done, we watched the video in class. It was prepared for 
classroom viewing, with the interview presented with raw editing and rough cuts so that 
students saw an unpolished version. We were able to discuss the video and re-watch 
parts of it when questions came up. 
 My goal was primarily to teach about making a hard decision, one with no right 
or wrong answer, in preparing a news report. A secondary goal, in light of the subject (it 
was the only case study I could find that involved visual journalism), was to teach them 
to discuss a hot-button issue in a disinterested way. 
 Another portion of the class required students to present the work of others, that 
of other news sources and that of a favorite photographer. I allowed them to choose their 
sources in both cases. When they demonstrated how news organizations covered events 
(such as the earthquakes in Haiti or China), some brought newspapers and others 
showed Internet sites. Similarly, when presenting their favorite photographers, some 
brought in books while others used the Internet. 
 My goal was to let the class hear how their classmates thought about photogra-
phy, and to hear each other describe their personal feelings about very different kinds of 
work. Some students selected portrait photographers, one chose an advertising photo-
grapher, and others presented the work of famous photojournalists. All explained com-
pelling reasons for being attached to the photographer they chose. 
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 The portfolio project required students to propose their story ideas as they would 
pitch a proposal to an editor. They had to explain their concepts in writing with enough 
detail to show that they had done some investigating, but without so many specifics that 
they would not be boxed in if the story changed halfway through. 
 My goal was partly to show them how to write a story proposal, and chiefly to get 
them to think about how they would approach their stories before starting to photograph 
them. 
 As students began shooting their portfolio projects, I showed a few examples of 
photo stories and documentaries. Then I required them to bring in their own work for 
critiques. I led some of them, demonstrating how to praise and how to point out weak-
nesses so that the students could comfortably critique each others’ work in the following 
weeks. When we got to that point, I oversaw the students’ critiques and asked for other 
students’ comments before adding my own thoughts. 
 My goal was to lead them to think critically about assessing the breadth and 
depth of a photography project so that they could begin to see the strengths and weak-
nesses in their own work. 
 Students wrote three papers in the class: one each for the ethics segment, the fa-
vorite photographer, and the Sontag book. I gave five quizzes to test students on their 
reading, comprehension of lectures and discussion, and awareness of current events. 
 Class participation accounted for ten percent of their grades. In the discussion 
category, which some students took part in only when called upon, I included their pres-
entations to the class. I’m glad I did because some of the quietest students during the 
discussion portion were the best prepared and most well spoken during the presenta-
tions.  
 For the portfolio, students were required to bring in their work, either as proofs 
on paper or as digital files to project onto a screen. This demonstrated that they were 
working from week to week and allowed me to help them focus on the main points of 
their stories without getting distracted by secondary ideas. 
 The final writing assignment students completed was a self-assessment of their 
work in the class. It’s an idea I learned from my peer, Dr. Lavis, one I found useful in 
showing students that it was they who earned a grade more than it was I who gave a 
grade. I instructed them to write an essay of about 800 words in which they made their 
case for the grade they believe they had earned. By this time they knew their score for 
everything but the portfolio (and the self-assessment), so they had a quantifiable idea of 
how they were performing. I explained that just because one argued for an A wouldn’t 
mean one would get an A if one’s work was only average. Instead, I was looking for a 
candid review of their effort in the class.  
 For example, I suggested they consider how much of the reading they had done 
on time, and whether they asked questions when they didn’t understand something in a 
book or something I had said. I asked them to think about how much they had contri-
buted to class, and whether they followed the news or used the web page I had set up for 
the class with links to ideas we had discussed. I also reviewed with them the grading cri-
teria in the syllabus to remind them that such things as arriving on time and writing 
clearly counted too (pp. 11-12, infra). 
 The results were quite interesting. Most demonstrated self-awareness and were 
not shy in pointing out their deficiencies. Others overlooked details such as absences, 
and only one was disconnected from reality. To wit: “Let us face it Steve. I am great.”   
 Many of the students, if not all of them, were surprised by the amount of writing I 
required of them—it was the first semester I had taught it so they had no stories from 
previous classes to go by. Although the class has been taught for at least fifteen years, it 
was usually led by an adjunct member of the faculty. Their syllabi, which I had reviewed, 
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showed a heavy emphasis on simply going out and taking pictures. As important as it is 
for photographers to be comfortable shooting a variety of assignments, it’s even more 
important that photographers know how to think about photography particularly if they 
are going to succeed in the new world of news, where traditional newspaper jobs dwindle 
on a monthly basis. 
 Photographers who don’t know where news photography came from or why it 
looks the way it does today are poorly equipped to make a difference in the medium. 
That’s an obvious statement, of course, but photojournalism in the United States takes 
too many of its creative cues from the winners of last year’s contests. I can’t say why it’s 
been that way, but I’ve seen that the photographers whose work opens wider the eyes of 
society know the names and legacies of the giants on whose shoulders they stand.  
 No creative field should let those giants go nameless. So I emphasized the impor-
tance of the genre’s beginnings and current challenges. I required them to leave the me-
dium the most dedicated of them were most comfortable with, photography, and re-
quired them to put their ideas in words on paper. Those who complained, and they did, 
were treated to my explanation that already every journalist has to do everything. Writ-
ers photograph. Editors report. Producers blog. Unless photographers can do at least one 
other newsroom task well, they will be working on their own. 
 The photographic portfolio performed a parallel task. Most of the previous syllabi 
describing shooting assignments to meet a class topic, such as sports or a news confe-
rence, and many of them required a photo story but without enough description to judge 
the assignment’s requirements. A few instructors required students to shoot for a publi-
cation in another class (the school’s alumni journal) or for the Collegian (which is extra-
curricular).  
 Those were fine methods but have been outdated for several years as drastic rea-
lignments in the news media have led to the changes in newsroom duties that require 
journalists talented in many skills. In addition to writing, another is being able to identi-
fy a story, research it, propose and execute it without the help of editors. Many photo-
graphers work as freelancers, particularly when they’re young, which is why I want stu-
dents to be comfortable working independently. 
 Ethics is a topic I feel strongly is under-represented in most curricula, including 
ours, where it is an elective. Working as a freelancer, without the professional guidance 
of an experienced newsroom staff and without its broad financial and legal support, 
journalists will have no backstop to help them with the ethical issues they are likely to 
face. Large news organizations hire lawyers who specialize in First Amendment issues 
and smaller newsrooms keep them on retainer. Both options are too expensive for a solo 
journalist. Most journalists learn ethics on the job, listening to seasoned staffers and 
watching how their peers react when faced with unclear decisions. As freelancers, young 
photographers will need a way to evaluate difficult questions on their own. Three class 
sessions and a paper on the topic will make no one an expert, but it will show them how 
to ask the right kinds of questions before acting. 
 Thanks to one of my peers, Dr. Lavis, I included in my syllabus lengthy descrip-
tions of the criteria I would use in determining grades. These were fairly easy for me to 
apply to everything except the portfolio, which will be discussed later. 
 For the other coursework, I used Dr. Lavis’s descriptions as a template. They em-
phasize the subjective measures of a student’s performance. So although it includes at-
tendance, tardiness, and preparation—points that can be demonstrated easily—they also 
cover writing, expression, and the quality of one’s self-evaluation. 
  A good example is to compare the grade descriptions for a student’s thinking, which 
would be evident from both class participation and written assignments. From the descrip‐
tion for the grade of A: “High‐level performance implies excellence in thinking and perfor‐
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mance. A‐level work  is not only clear, well‐reasoned (in writing) and technically superior 
(in photography), it is also insightful.” 
 For a B: “The grade of B implies sound thinking and performance. Above-average 
work is clear, precise, and well-reasoned, but does not have the depth of insight as in A-
level work. B-level work displays sound reasoning (in writing) and technical proficiency 
(in photography).” 
 For a C: “C-level work is not reliably clear, precise, and reasoned, nor does it dis-
play depth of insight or even consistent competence. The C-level student sometimes rais-
es questions, recognizes some questionable assumptions, occasionally uses  language con‐
sistent with educated usage and journalistic standards, and shows technical proficiency of‐
ten but not always.”  
  For  a D:  “This  level  of  learner demonstrates  a minimal understanding  and  skill  in 
thinking. … This kind of work is marked by thinking that is typically unclear, imprecise, 
and poorly reasoned, and is technically sub-standard.”  
 Finally, “…the F-level student regularly mis-evaluates his or her own work, does 
not raise questions or issues, does not recognize his or her assumptions, and does not 
use language consistent with educated and journalistic standards.” 
 Grading student work with these guidelines in mind—just as I hoped students 
wrote with them in mind—gave me criteria for deciding how to evaluate students’ as-
signments. 
 The bigger question for me was grading their photography. Since some of the 
students had several semesters’ experience under their belts, and were familiar with all 
the functions and features of their expensive professional-grade cameras, and since the 
others were new to photography and had basic cameras that in some instances were 
checked out from the library, were grades for the final project a foregone conclusion? 
 That was my concern. I didn’t want the project to cater toward the experienced 
students, so I created it in a way that let each student start from his or her own level of 
skill (with a camera) and comfort (with subjects).  
 To provide both the students and me with a framework for grading their photo-
graphs, I explained how my grading criteria covered the portfolio. A-level students, 
whose work was to be “technically superior (in photography),” were also to be insightful. 
That means being able to produce photos that are in focus, properly exposed, and aes-
thetically framed (all of which I include under skills, including composition because they 
were taught the basic standards); it also meant their photos needed to show that as pho-
tographers they did more than stand in front of a person and press the button. They 
needed to show that the subject trusted him or her, such as by granting access to private 
or personal space (where strangers wouldn’t ordinarily be permitted), and by appearing 
oblivious to the photographer. 
 Work that rose to the level of a B included “technical proficiency,” though not fi-
nesse, and didn’t show as much insight as A-level work. In other words, exposures were 
pretty good, but the connection with the subject wasn’t as deep. Without a subject’s trust, 
a photographer won’t get complete access and therefore miss some of the story. 
 Earning a C reflected “work with as many weaknesses as strengths” and some-
times shows technical proficiency. Students at this level would have difficulty using a 
camera properly and would have difficulty in selecting an appropriate subject. 
 Below-average performances would be marked by a misunderstanding of the cre-
ative process. “The D-level student tries to get through the course by emphasizing the 
quantity of work that goes into the portfolio or the effort at producing it instead of ex-
amining the quality of its outcome.”  

A student who performed at an even lower level would not pass. An F “demon-
strates a failure to do the required work of the course. … The student who fails often 
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neglects to contact the instructor for help and ultimately takes little responsibility for his 
or her own learning. In addition to neglecting the quality of his or her portfolio, the F-
level student regularly mis-evaluates his or her own work, does not raise questions or 
issues, does not recognize his or her assumptions, and does not use language consistent 
with educated and journalistic standards.” 
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IV Assessment: Analysis of Student Learning 
  
 The students undertook four major assignments, three papers and the photo-
graphic portfolio. A paper on ethics measured their ability to make difficult choice; a re-
port on a photographer required them to read a book and discuss his or her photos; near 
the end of the semester, an essay reacting to a critic’s statement that photographers don’t 
matter (because cameras do all the work) gave them the chance to defend or challenge 
the idea based on the work they had done for the course.   
 In this section I will refer to and quote from the work of three students. They, like 
all the others in the class, gave me permission to use their work in this portfolio with 
their names included. I will use their first names here; their papers are part of Appendix 
B. 
A. The first paper was a reaction to the ethics example discussed above. Students 
chose one of two questions to answer. Which of the video segments, if any, would you 
choose to include in the documentary? The other question was based on the statement of 
the documentary’s director: “It doesn’t matter what I believe, because I’m actually going 
to be  able to put my personal point of view aside and report on the issue.” This set up  
the other question, can a journalist ever be completely objective? 
 One goal of the assignment was to help understand that the questions did not 
have right or wrong answers. They would be graded on how well they explained their 
points of view and, more importantly, by the soundness of the reasoning they used to 
reach their conclusions. The other goal was to put them in the place of a reporter or edi-
tor who is faced with having to decide which quotes from an interview to use, and how to 
defend the selection; or how to explain the less specific but bigger question of objectivity. 
 The background material students read before viewing the video included discus-
sions of these topics, which were then reviewed by the class both in reaction to the video 
and to examples I posed. 
 The student whose work was reliably high found specific details and wrote about 
them thoughtfully. Caroline chose to decide which of the interview segments to include 
in the final film. Her aim was to keep the documentary neutral, a hard task considering 
the subject, made no less easy because Christianity played a central role in the lives of 
the Southern women interviewed. 
 Caroline set the stage by reiterating one of the documentary’s theses: Abortion is 
legal in Mississippi but the legislature passes laws that increase the regulations that 
abortion providers must meet to run a clinic. She writes, 
  

Since the entire documentary is really more about the law in regards to abortion, 
there are many scenes that could be excluded because one could misperceive the 
documentary to be promoting pro-life choices. For example, there are several sec-
tions that discuss the women’s feelings of guilt that follow with religious advice … 
(Page 31, infra.*) 

 
She takes the general point (the legal aspect) and contrasts it with a specific example 
that, in her opinion, is unrelated to the first. Caroline follows this reasoning in a discus-
sion of another portion of the interview, in which, as she puts it, “… we see the women 
discuss how Satan wants them to suffer in their grief and that only through the healing of 
Jesus Christ can one be liberated of such feelings.” (P. 32) She continues, 
 

                                                        
* The page numbers referred to in the student work refer to the pages in this document; they appear 
in Appendix B. Henceforth I will eliminate the direction notation from student quotations. 
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As a section with seventeen segments of these same very strong religious implica-
tions shown repeatedly it would only make sense to remove them for the sake of 
neutrality. Likewise, the producers run the risk of offending religious pro-choice 
viewers. (Ibid.) 

 
Despite her feelings, Caroline finds an interview segment she believes is appropriate to 
include because, she says, it relates to the rest of the film. “The women in this segment 
actually bring up Roe vs. Wade … Even though the conversation is obviously biased, this 
segment actually pertains to the actual situation at hand ...” (Page 33). 
 I found her ideas original, thoughtful, well-expressed and logically sound. She 
received nine out of ten points. 
 The other two students answered the second question, about whether a journalist 
could ever be disinterested. 
 Lindsey’s paper, like the rest of her work, was above average. Her ideas about 
journalistic objectivity were typical of the national dialogue about it, and were not par-
ticularly different from those we discussed in class. “I do think that journalists can fully 
put aside their personal views when covering a story or documenting a topic, otherwise I 
do not think they could be considered journalists,” she writes (Page 35). I particularly 
liked her thoughtfulness and honesty when she put herself in a hypothetical situation. 
 

I think it would be easy for me to keep my point of view out of a story or docu-
mentary. … If I were assigned to cover something that I had strong personal con-
victions toward, I would have to evaluate whether I could keep everything in 
perspective and leave it to the people I interview to give their opinions, not my 
own. If I could not do this, I would pass on the story.” (Ibid.) 

 
One of the strengths of Lindsey’s writing, imagining that she were answering the ques-
tion in a real-world setting, set her apart. She received eight and a half out of ten points. 
 Another student’s work was better than average for this assignment but average 
overall. Ashley’s paper reiterated points about the importance of journalistic objectivity, 
but in writing that a journalist should “always be objective even if people question them” 
(Page 38) she overlooks an important point. The job of some journalists, such as column-
ists, is precisely to express opinions. In her conclusion she seems to contradict herself. “I 
think that a journalist’s opinion becomes important if it is relevant to what the reporter 
has written or reported about.” (Page 3.)  
 She seems unaware of these oversights, but the rest of the paper is cleanly writ-
ten. I gave her eight points, although re-reading her paper now I think I was a bit gener-
ous. Seven would have been plenty. 
B. The next major assignment was to write a book report about their favorite photo-
grapher. They could choose anyone they liked, living or dead, discussed in class or not. 
They were to write a biographical sketch of the person and then describe some of his or 
her photos and explain why they’re interesting. When the papers were due, each student 
presented a slide show of the photographer’s work, explaining to the class some of the 
same points from their papers. 
 Caroline’s favorite photographer’s most famous work is portraits of lesbians on 
the fringes of normal society. She sensitively writes about the photographs, which are not 
exactly Kansas fare. With a reference to a self-portrait the photographer, Catherine Opie, 
took as a child, Caroline describes a modern self-portrait: 
 

To show off her bravery as she once did in her childhood self-portrait, we see that 
Opie has threaded 23 long needles throughout her arms. As a lesbian and mem-
ber of the sadomasochistic leather subculture of San Francisco Opie claims that 
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at the time of her second self-portrait she was upset with America’s view and mi-
streatment of the gay community. (Page 42.) 

 
Caroline uses quotations from the photographer and descriptions of the photos to round 
out her review. She earned all ten points. 
 Lindsey chose Richard Avedon as her favorite photographer. Avedon, who be-
came famous shooting fashion for Vogue, reinvented his career by making portraits of 
ordinary people, including carnival barkers, slaughterhouse workers, and drifters. Lind-
sey discussed a group portrait he made of a women’s organization in which he took the 
photo before the group was posing. Most of the women are chatting as they prepare for 
the formal shot. Lindsey writes, 
 

What is most interesting about this photograph is that Avedon took the picture 
with one woman having her back to the viewer. This is something that the renais-
sance [sic] artists did hundreds of years ago to make the audience feel as if they 
are part of the photograph [sic], and to show depth. (P. 47.) 

 
Her editing errors aside, Lindsey is able to connect photography and a historical antece-
dent, one of the points I had made in class, showing original thinking. Unfortunately, she 
made a few other errors that should have been caught while re-reading, and she forgot to 
mention the book she read. She earned eight out of ten points. 
 Ashley wrote about Steve McCurry, a National Geographic photographer, calling 
him “the male, older version of the photographer I want to be.” She clearly admires his 
work and was familiar with it before taking the class. Her enthusiasm, however, appears 
to have been insufficient to prepare a second draft of her paper, whose many details and 
interesting points are overshadowed by a lack of creativity and by simplistic writing. For 
example, seven of the first fourteen sentences begin with his name. On the other hand, 
she includes a bibliography. Ashley earned seven of ten points. 
C. The last writing assignment asked students to respond to a statement made by 
the critic Susan Sontag. She suggested that in photography, the person taking the photo 
is irrelevant because the camera does the work; in paintings, by contrast, the painter 
matters completely and exclusively because it is the artist who creates everything on the 
canvas. Sontag’s assertion came in an essay printed in a collection of essays. I invited 
students to find points from throughout the book to support their reactions to her state-
ment, in part to find out how closely they had read the book but also to help frame their 
ideas. 
        Most students, not surprisingly, felt that Sontag was wrong and that the photo-
grapher was an intrinsic part of the photograph. Some of them strongly disagreed with 
her, and one cited a Sontag statement from another part of the book in which she seems 
to take the opposite view.  
 

Even Sontag’s words attribute the responsibility of creating a great image on [sic] 
the photographer, as she attributes the great social and political photography 
movements to such subjects [i.e. photographers] as Riis, Frank, Arbus, Steichen 
and Stiglitz[,] not to things like Canon, Kodak and Hasselblad. 

 
Few other students noticed Sontag’s apparent contradiction. 

Caroline’s paper didn’t rise to her usual standard. Instead of her usual insight, 
she spent most of her paper quoting Sontag (which was part of the assignment) and then 
re-stating Sontag in her own words (which chiefly took up space). Other points that she 
raised had been made in class, such as what it would take for a hypothetical, verifiable 
painting of Shakespeare to be considered, by Bardolators, more valuable than a verifiable 
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photograph of him. Caroline suggests the answer would be yes, if the painting had been 
the work of da Vinci (pp. 53-4). In class, we pretended Holbein had been the painter. She 
also brings up photo alteration, saying that it’s a recent innovation (p. 54) even though in 
class we examined examples of doctored photos from as far back as the Civil War.   

For this paper she earned seven of ten points. 
Lindsey excelled on the assignment. She’s one of the students who really thought 

about the assignment and was willing to share her ideas.  
She agreed with Sontag’s proposition. “Thinking about Sontag’s idea that the in-

dividual photographer is irrelevant I began to think about how I look at photographs.” 
(Pp. 56-7.) As an example she suggested that someone who had heard for the first time 
that Venice is slowly sinking would want to see for oneself. Short of taking a trip, one 
could search for online photos of Venice, “… and thousands of images taken by people all 
over the world will appear. When we research ideas like these we are simply looking for 
some sort of proof, evidence, or idea of what the visual image is, not caring who took the 
photograph.” (P. 56.) 

Lindsey’s original ideas earned her nine out of ten points. 
As most students did, Ashley challenged Sontag’s proposition. Many of her 

points, however, had been discussed in class, and one of the two quotations from the 
book that she included came from the anthology of quotes in the book’s appendix. Her 
written expression was basic and sufficiently syntactical: “It is the photographer that 
makes a difference in the photo. Anyone can take a picture but certain people can see 
something in life and turn it into a beautiful photograph.” (P. 60.) Her writing and edit-
ing were clean, however; she had evidently worked harder on this paper than the pre-
vious one. 

Ashley earned seven of ten points. 
D. Nearly half the points students earned in the course came from their photograph-
ic portfolios. The goal was to have them learn how to photograph a story with an idea 
that would last over the several weeks that the students would work on it without wear-
ing thin. They were given the choice of preparing a portfolio that demonstrated their per-
sonal style, or a documentary, or a photo story. No students selected personal style, and 
only one selected a documentary. I was surprised that so many of them selected photo 
stories. Perhaps I shouldn’t have been because a story’s narrative form makes it easier to 
imagine in advance.    
 The syllabus describes a photo story as following a person or group in their daily 
lives, “one that has challenges your subject will react to,” such as the single mother 
changing diapers while studying for an exam. Before they started shooting their stories, 
students had to turn in a story proposal that I had to approve. 
 Of the three students we’re reviewing, two changed their stories completely when 
the first idea didn’t work out. Caroline wanted to find varsity student athletes who were 
foreigners and show how they coped with being not only a student and an athlete but al-
so with the culture shock of Kansas (p. 62). No coaches cooperated with her (some would 
not even return phone calls or e-mails), and the few student athletes she knew were 
competing in the spring semester and thus too busy to volunteer. 
 Her interest in finding someone who had to work to fit in led her to a drag queen 
(p. 63). I assumed she would do a story about his over-the-top personality and outra-
geous friends, so I was thoroughly impressed to see her bring in photos that showed a 
nurse in his late 20s who looked quite ordinary (p. 64). He spent time with his loving 
grandmothers, one of whom is deaf (he knows sign language), and both of whom know 
he’s gay. 
 Showing her photos, Caroline would often say that she felt she missed a perfect 
moment or that her exposure wasn’t ideal. Those criticisms may have been true, but she 
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had gained her subject’s trust to such a degree that her photos showed him relaxed in an 
array of social settings: at work, with family, at a party. His drag queen persona came at 
the end of her story, where it could be seen as just one facet, albeit an extravagantly cos-
tumed one, of her subject’s life. 
 Caroline visited him numerous times in a half-dozen places and constantly im-
proved her work. Her captions were superb. She earned the maximum, forty out of forty 
points. 
 Lindsey’s proposal changed too, but all it needed was focus. Initially she pro-
posed “taking pictures of various students on campus participating in activities that in-
volve their major” (p. 78). That includes everyone and excludes nothing. I asked if it 
would be a story (with a narrative) or a documentary, and through a conversation sug-
gested finding one student or one major. She did. As a fine arts major, she was intrigued 
by the ceramics studio but had never taken a class in the medium. Students working in 
the studio became her project (p. 79). 
 The photos Lindsey brought in to share with the class after her first day shooting 
were uninspired. That showed a shelf of broken pottery, pots of glaze, and a storeroom. 
No people were shown, which other students noticed. The class and I gave her sugges-
tions for finding ways to include people, and we suggested ways to improve her still lifes. 
When she returned with more photos, we could see a roomful of potters working on their 
projects, but details—such as what, exactly, the potters were creating—were absent. 
When she said that some of the student potters were nervous around the camera, one of 
her experienced classmates gave her suggestions for putting people at ease. 
 It worked. Her later photo shoots not only showed potters, but showed them so 
closely that I had to suggest she take a step away from them. I was thrilled that she was 
taking suggestions so well and growing as a photographer. She also ventured beyond the 
studio where potters work clay and into the rooms where fire, smoke, and steam offer 
tremendous opportunities for atmospheric shots. When she showed them to the class on 
the projector, I think she was surprised by the excited comments from the students. 
 Lindsey demonstrated exceptional growth in the process of shooting the story. I 
wish it had incorporated a few more points, such as following one student’s work from 
beginning to end, or found a way to show the scale of the pottery in her still lifes. These 
criticisms are minor, however, and her captions were informative. Lindsey earned 39 out 
of forty points. 
 When Ashley proposed a story on homelessness in Manhattan, I should have 
pressed her for details harder than I did. Homeless people are often ashamed of their 
condition and rarely agree to be photographed when first approached. Ashley was new to 
social photography and had never conducted work of this kind. She started the assign-
ment with my approval and visited a homeless shelter for families, where the staff wel-
comed her but told her she could not show the faces of the families living there. I think 
she was genuinely concerned for the less fortunate, but her inexperience with them 
would keep her from succeeding. 
 Ashley missed class one or twice a month (we met semi-weekly), sometimes with 
medical excuses and sometimes with none. She never contacted me about her project, so 
I was surprised one night in class when she announced that she had abandoned it. The 
photos she would show that night were from her new project: Found objects in the Flint 
Hills. The details in her re-written proposal ere quite general (p. 90), so I suggested ideas 
to narrow them.  
 Then on the last day of class, when the portfolios were due, she announced that 
she had changed her subject again. Two days earlier she had happened upon a cattle 
ranch and photographed it. Her project became showing a ranch in twenty photos. The 
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number was random, she said, though it probably correlated to the number of images 
she took that she liked (p. 91).  
 Unfortunately, Ashley’s photos are a weak collection related only by location. 
They barely relate in a narrative way, and the people included are shown from behind. 
What’s more, she turned the portfolio’s concept on its head: Instead of photographing a 
subject, which could certainly include a cattle ranch, over several weeks, she had taken 
all her pictures in one afternoon. Her captions describe each photo but offer little expla-
nation and don’t work together to tell the story. 
 Ashley earned 29 points out of forty, though looking back I think that was gener-
ous. 
 At the end of the course, the average grade was 84.93 percent, and the median 
grade was 86.65 percent. 
 Three main components comprised eighty-five percent of the final grade. The 
first two, discussed in detail above, were the writing assignments and the portfolio. The 
other main component was a series of quizzes, which contributed only ten percent to the 
final grade.  
 A breakdown of the three main portions of the grade show how each of the three 
students performed compared to the class average and mean. Although all three per-
formed below the average and mean on the quizzes, only the lowest-performing student 
earned grades for her papers and portfolio below the class aggregate. The other two stu-
dents outperformed the aggregate in both categories. 
 
 Papers Portfolio Quizzes Total of all course work 
 
Average 80.67%  88.5% 64.3% 84.93% 
 
Mean 83.33  86.25 70.7 86.65 
 
Caroline 86.67 100 50 90.5 
 
Lindsey 85  97.5 45 88.3 
 
Ashley 73.33  72.5 55 73.5 
 
Portion of  
final Grade 35% 40% 10% 100% 
 
The other fifteen percent of the grade came from class participation and the students’ 
self-assessment. 
 I feel that students grew evenly in their understanding of the goals I set for the 
class, a judgment based on their scores over the semester as well as their class discus-
sions. The ideas the best students raised in their papers became slightly more complex as 
the weeks passed, mirroring the complexities they learned in class about ethics and criti-
cal challenges to photography. 
 Student learning really took off with the photo portfolio. From their initial hesita-
tion in choosing topics (some, however, had settled on excellent ideas right away) to 
their initial shoots, most of the class was feeling its way toward the goal I had set: Telling 
a story over weeks, not days or an afternoon, and telling it in a compelling way.  
 They all learned from the critiques they received. In some cases I don’t know if 
they learned more from their classmates’ suggestions or from me, a transference of 
teaching duties I’m proud of. I was pleased that the students were comfortable pointing 
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out weaknesses in their peers’ work because I had been afraid that no one would want to 
say anything that could be considered unkind. Looking back, I think that I helped create 
an atmosphere of collegial reviews by leading the class through critiques of professional 
work, which became student critiques of professionals. They learned how to talk about 
photographs based on more than personal reactions, but within a framework of criteria 
in which several qualities had to be considered before rendering a fair, overall judgment. 
 My favorite moment came early in the semester when I was teaching the history 
of news photography. I knew it wouldn’t be a popular topic because the photographs 
from the era are sleepy compared to modern photography and because none of them had 
any previous exposure to it. I had assigned two dense chapters from a massive book 
about the depictions of farm laborers from the nineteenth century to the present. Neither 
the topic nor the author’s writing style were particularly enticing.  
 So I was thrilled when, after one of my lectures, a student told me how excited he 
was. “Now I understand why we do what we do!” he exclaimed, and told me I should 
have assigned more than just two chapters. 
 It was one of those moments when I felt I really knew what I was doing in the 
classroom. I believe that at least some of my success carried through to the other stu-
dents, and through the rest of the semester. 
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V Reflection on the Course and Teaching Practices 
 
 As someone quite new to teaching, I expected the peer review process to be help-
ful. It far surpassed my expectations. 
 Before coming to Kansas State I had worked at a half-dozen newspapers in twen-
ty years, and I had taught one university course, on copy editing and design, during two 
semesters at the University of Akron. The photojournalism course that this paper is the 
subject of was my second class at Kansas State, and was my first one on photography. 
 Classroom skills were the first category I improved in because I could implement 
changes quickly. Visiting my peer’s class during its first meeting of the semester, I saw 
Dr. Lavis’s smooth and practiced delivery put students at ease. She introduced herself 
and provided a brief biography that explained how she came to teach, what her creden-
tials are and the academic topics she’s most interested in. She also shared a few personal 
details and later asked the class to do the same for her (on paper, not in front of every-
one).  
 From this I realized—not having watched a professor teach in eighteen years—
that I needed to loosen up. I was concentrating on establishing gravitas but wasn’t show-
ing students why I deserved it. Through an oddity in scheduling my class had already 
met twice by the time of Dr. Lavis’s initial meeting, so I’ll save the introductory ideas for 
next semester. But I incorporated all of her ideas throughout the semester. 
 When Dr. Lavis and, later, Dr. Cooper visited my class, they gave me suggestions 
to make my presentations easier for students. They will sound quite obvious to an expe-
rienced class leader, but they were revelations to me. Dr. Cooper suggested I move 
around the room while lecturing. Mine was a small class, and we all sat around a large 
table with me at the head. Usually I stood, but when I did I stood in the same place. 
Soon, however, I began moving around the classroom and the table, allowing me to look 
into each of their faces head-on instead of expecting them to turn their necks toward me 
the entire time. 
 Another key suggestion was to start with all the lights on. That’s because I often 
started the class with photos, which were projected onto a large screen. The classroom, 
for some historical reason, has no light switches in it. They’re outside the door, in an an-
teroom between the classroom and the hallway. So to save myself the time (which wasn’t 
more than thirty seconds but felt much longer) I would leave on only one set of lights. 
That probably wouldn’t have been significant if the class didn’t start at 5:30 p.m., a time 
that during the winter months is well after sunset. As Dr. Cooper pointed out, 5:30 is an 
ideal time to be resting or eating dinner, so commencing a class full of hungry students 
in semi-darkness was an unlikely way to keep students alert. Another improvement in 
illumination came from asking a student to dim the lights for me. 
 I also learned some important classroom management tactics. One student relia-
bly fell asleep in class. He was a good student who worked a late shift at the campus 
newspaper, so I wasn’t terribly concerned. After visiting, both Dr. Lavis and Dr. Cooper 
mentioned him to me, and pointed out that since the ten students all sat at one table, 
everyone would notice that he was asleep. Not only could it be embarrassing to the stu-
dent, but it could be distracting to the others. So one night after class I brought up the 
topic with him, alone, and suggested that maybe he bring in coffee or a snack (keep in 
mind that the class met until 7:20). He responded positively and said he thought he had 
undiagnosed narcolepsy (I wasn’t sure if he was pulling my leg), and he did start bring-
ing in cans of mixed nuts. That made the difference, and he even shared his snack with 
the class. 
 Another management issue was one student who was happy to monopolize the 
class discussion. I didn’t mind it at first because his ideas were creative and his under-
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standing was sound. But his confidence led him to jump into other conversations and to 
lead them into the direction he wanted them to go instead of answering the questions 
posed. Both my visitors brought up his eager responses, and noted that the three or four 
quiet students probably relied on him to fill discussion time so they wouldn’t have to 
speak up. I hadn’t thought about that, and realized they were right. One afternoon I saw 
this student in the hallway and asked to have a conversation with him in private. I told 
him how much I appreciated his comments and reassured him that I knew he was adding 
to the class, but I told him that I wanted to hear from the other students as well. I could 
tell he liked the praise, so I asked him to raise his hand (he had gotten into the habit of 
speaking when an idea occurred to him) and told him not to be disheartened when I 
didn’t call on him. The plan was quite successful. He waited for me to call on him and 
usually held back from speaking up when I didn’t. I also made a point of bringing the 
quieter students into our discussions too.  
 More importantly, though, were the changes to the content of the teaching. Dr. 
Lavis pointed out that the students rarely took notes and that some of them seemed to 
lose interest, so I looked for ways to keep their attention and to make clear my expecta-
tions from them. 
 I learned from my department head the importance of a short break in the class. 
She has taught at the same time and said she gives the students a ten-minute recess 
about forty-five minutes into each session. I had been giving breaks, but usually waited 
until I reached a point in my lecture or presentation that felt natural to me. Sometimes 
that meant the break came after an hour or more, which is a long time to concentrate 
during dinner time. Realizing the students’ needs, I paced my presentations more care-
fully and watched the clock so we could all take a break before I lost them. 
 Getting students to take notes is a challenge of its own. Because this is an upper-
level class with two prerequisites, I didn’t expect that students would need to be re-
minded of notes’ importance. I had been giving quizzes based on the material we covered 
in class, but by the time Dr. Lavis made her point I had stopped giving quizzes because 
we were halfway through the semester; I returned to quizzing them after telling them in 
advance that they could expect them.  
 That had some effect on note-taking, but their scores didn’t get a boost. At this 
point I starting watching to see when they would take notes and realized their pencils 
met paper whenever I started a sentence with a number: “The three motivations …” or 
“Four factors contributed …” Abstract points, on the other hand, rarely led to note-
taking, so it was abstract points I loaded the quizzes with. 
 As the chart in Section IV (p. 19, supra) shows, students performance was weak-
est in the quizzes. The average score of all students from all five quizzes was 64.3 per-
cent, and the mean was 70.7 percent, both considerably lower than final grades which 
had an average of 84.93 percent and a mean of 86.65 percent. Quiz scores counted for 
only ten percent of the grade; next year I will give more quizzes and will increase their 
contribution to the final grade to emphasize the importance of learning from daily lec-
tures and presentations. 
 An important tactic I learned from Dr. Lavis was to state my expectations more 
clearly and more often. At the beginning of the semester I would briefly mention the top-
ic of a lecture and the reasons I wanted them to know about it. By the end of the semester 
I started explaining, in addition to those points, the ideas I wanted students to under-
stand. Doing so helped them to know when to ask questions and why I would ask ques-
tions on certain points. This was especially critical, I learned, during the portfolio project 
because I expected them to work outside the classroom without supervision; their only 
feedback came when they brought their work into the classroom. While the students with 
the most photographic experience seemed to have an intuitive sense of how to go about 
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shooting a photo story, those who were new to it needed help. Of those, the ones who 
asked the most questions performed the best; Caroline was one of them. 
 Dr. Cooper suggested that in class discussions, when students are giving their 
points of view on a topic, that I share mine too. She pointed out that I was good at re-
peating students’ positions, sometimes restating to make them clearer, but I wasn’t al-
ways providing my point of view. That’s probably because I had noticed that sometimes I 
was too quick to provide an answer to a student’s question when I could have asked the 
class to try to answer it. Once I made the switch, and made a point of including my views 
in the summary of the discussion, I felt that I was doing a better job of directing the 
class. 
 All of these examples were tremendous benefits to my teaching. My pedagogy is 
better focused and easier to understand now, which means that the students are the real 
beneficiaries of my experience in the program. Re-reading my notes and the memos from 
Drs. Cooper and Lavis, I couldn’t find any suggestion or insight that didn’t help me in 
some way. I come away from the program enthusiastic about it and will continue, as I’ve 
done already, promoting it to other new faculty members on campus. 
 Another way they’ll learn is through the monthly group meeting of all the peers 
and mentors. I learned the benefits of grading rubrics for students and instructors alike 
from the interactions, as well as the ways different departments and faculty members 
approach the question of grading, extra credit, and students who are inattentive or in 
need of greater challenges. 
 The next time I teach this course I will create a rubric for the portfolio project so 
students understand from the beginning how they will be graded. I will give them a short 
photo assignment or two during the first few weeks so I can assess the skills they come to 
class with and to indentify weaknesses that need to be solved before starting the portfo-
lio. Quizzes will remain part of the class, but will be spaced out more evenly, and with 
more explanation of what the class should expect to see on them. I will also require 
another paper, one on the history section I teach at the beginning.  
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Appendix A: Syllabus 
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Appendix B: Students’ Written Work 
 
 1. Ethics 
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 2. Favorite Photographer 
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 3. Susan Sontag Reaction 
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 Appendix C: Students’ Photographic Portfolios 



 
 

 

  Carooline’s first pproposal 
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  Carooline’s seconnd proposal 
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 Caroline’s portfolio (excerpts) 
 
 
 [Introduction] 
 

No matter how one may view him, 24-year-old Joshua Reed is your typical, hard-working 
nursing student. A Manhattan native, Josh enjoys spending time with his close-knit family, 
expressing himself through art and advocating for better healthcare through nursing and 
volunteer work. However, there is another side to Josh that makes him stand out among 
the crowd: Josh is a drag queen performer.  
Here is Josh’s story. 
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Josh began doing drag performances a little over a year ago with close friends.   
He also works as a Dj during “Alternative Nights” at  Mel’s Tavern in Manhattan  
as a means to bring the gay community closer.   
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Out to lunch with his grandmothers at So Long Saloon, Josh comes from a unique and 
open-minded family. They are not only accepting of him as a gay man but are supportive of 
his decision to do drag performances.  
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    Josh and his grandma Pat share a good laugh while waiting to be seated.  
    He tries to meet up with his grandmothers as often as possible.  

 
 

                                        
 

He discusses family history through the use of sign language with his grandma  
Liz. Josh learned sign language at a young age in order to communicate with her.  
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According to Josh, he has always had a close relationship with his family.  
“I never went through that stage in high school of trying to be independent 
of my family or embarrassed to be with them,” he says.  

 

                                                          
 

Josh greets his boyfriend Josh with a hug during “Alternative Nights” at  
Mel’s Tavern.   The couple have been dating casually since fall of 2009.  



  69

                                                 
 

At home with his Border Collie, Kati. “Kati is my best friend. She has  
been with me through some really tough times. Its been amazing to  
have her as a part of my life. Having been a traveling nurse before, it  
was nice to have such a neat road companion as I slept in hotels for  
weeks on end, hundreds of miles from home.” 

 
 



  70

                        

  
 

While still in nursing school, Josh works part-time at Stoneybrook Retirement Community 
as a practical nurse. He also works as a traveling nurse in surrounding communities. 
“I hope to continue my education in the field of nursing. My focus is eventually public health 
in regards to the low poverty population and at risk groups such as non-English-speaking 
individuals living in America,” he says of his work as a nurse.   
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At a family “mushroom fry” with close friends and family in Riley, Kans. He listens intently 
to long-time friend Jolene tell a story.  
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At his home getting ready for a day out in drag. Josh normally performs as Patti O´Dour 
with the trio “Hot, Sticky and Sweet” in Manhattan and surrounding areas.  

                         He says the shows are a way to bring the gay and lesbian community together. “I’ve had 
fans write me telling me that I’ve helped them come out or I’ve helped them to be comfort-
able with themselves,” he says. 
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While applying makeup Josh admits that dressing up in drag is sometimes a struggle. The 
process of putting on makeup makes him nervous: “I don’t like having something near my 
eyes,” he says.  
From the makeup to the clothing, Josh has to special order his drag gear.  

 

                                  
 

“There are female illusionists that dress up to look like women and then there are drag 
queens that exaggerate their look. I prefer to look like a drag queen,” he says.  
Josh,wears padding underneath his clothing to give him a more feminine physique.  
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He chooses a sleek black dress to emphasize his look. “[Drag] is only a show to me,” he says.  
As Patti O´Dour, he wears a brown wig full of high-volume hair.  

 

                           
 

Josh selects his heels based on his mood. For day wear, he opts for comfort but during night 
performances he wears high-inch, clear heels.   
After applying finishing touches, Josh has now transformed himself into his drag persona: 
Patti O´Dour.  
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“Doing drag is like a Van Gogh, you’ve gotta step back to get the full effect,” he says.  
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For his night out, Josh goes to a theatre performance of “Clue” at the Manhattan Perform-
ing Arts Center to watch a friend. To accompany him is his grandmother Pat.   
“Nothing shocks me with Josh,” says his grandmother while purchasing tickets to the show. 
“Our family has always been on the colorful side.”  
 

                                                            
 

Despite strange looks from other audience members,  
Josh acts at ease and comfort while talking with friends.  
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“I have a strange spiritual drive to care for people and often joke about the ´marriage´ I 
have to humanity. I truly believe we are all tied together and I hope to meet and help as 
many people as I can with the short time I've been granted on earth.”  
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Ashley’s portfolio (excerpts) 
 
 

 
Wickstrum Farms 

 

 
 
The farm that Mr. Wickstrum and his wife own surrounded by thousands of acres of pas-
tures where they let their thousands of cattle graze before they are shipped off. The Wick-
strum farm doesn’t only breed cattle, they also farm land. This farm has been around for 
two generations and takes at least 20 people to run it daily.  
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Two Black Angus cows eating in one of the pastures closest to the house. A pile, right, of old furniture 
and metal scraps sits in the middle of the cattle ranch making a unique sculpture.  

 

    
 
Mr. Wickstrum directs his son to lift the minerals off the truck bed and move them to the food storage 
barn. The ranch has thousands of Black Angus cows and their feed is stored here. The mountain to the 
right is ground up corn mixed with a fructose supplement. This feed is delivered to the cows in every 
pasture, every day by tractor. 
 

 
 

Aiden, a Kansas State student in Animal Science works on the farm. He was 
sent to try and fix this tractor to bring feed out to the pastures.  
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A road divides two of the many pastures that the Wickstrums own. The road is scattered 
with old skeletons of animals and surrounded by the beautiful Flint Hills. 
 

 
 
One of the many pastures that the Wickstrums own. The cows in this pasture are new 
mother cows and their babies.  
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Mr. Wickstrum (Left) and an employee work to fix the broken grain bin piece.  
 

 
 

A worker waits for instructions on what to do at the bottom of the broken grain bin. The  
corn is what is stored in the bin they are trying to fix. Water had gotten into the bottom  
of the tank from the rains a couple days ago.  
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A narrow path, left, leads to the final steps of the loading dock before the cattle are 
shipped off to be slaughtered. This is the last stage of the loading docks, the cows 
walk up the stairs then are packed into a trailer.  
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This is the trailer that Mr. Wickstrum uses to transport cattle from one ranch to another.  
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Appendix D: Peer Interaction Memos 
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 Appendix E: Student Permission Forms 
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