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Setting up your work plan 
You need to begin this course by setting up a work plan. Half your time will be 
spent on working through your selected course content, and the other half will 
be spent developing your personal painting practice, examining each time what 
relevance the course materials have and how they might inform what you are 
doing. You will build and refine your work plan with your tutor at each tutorial 
and use it to personalise your research both practically and through additional 
textual research.  
 
Making time for your art practice can be hard whatever stage of your career. In 
some ways it is easier to make time for a set of prescriptive exercises than to 
simply make time for your own work. Because of this, it is important you are 
clear in your own mind about how many hours study you will dedicate to your 
practice and to the exercises and research. It may sound clunky or unnatural, but 
ring fencing time, even if it has to be adjusted as you go, is a vital tool for 
ensuring you produce work of a suitable standard and achieve the learning 
outcomes of this course. As your work plan will be agreed with your tutor that 
will also give you an important external motivator which will hopefully serve to 
protect your studio time.  
 
For this course you have 600 hours to achieve in total. That means every tutorial, 
all the time you spend reading the course, all the making, research, blogging, 
peer interaction, writing and the time spent preparing for assessment. The 
course exercises and research tasks for each option have been designed to take 
100 hours. This is a generous allowance to allow you to really dig deep into each 
section and to give you some contingency time spread over two assignments. 
That leaves you another 50 hours for each assignment to pursue your own 
practice and synthesise aspects of the taught learning into your personal work. 
When we design courses at OCA we attribute a number of learning hours to each 
task, to try to model the course so that it can be done in the set number of hours 
agreed for the credits. For your work plan you will need to do the same; allocate 
50 hours per assignment for studio time so that you can ensure you invest the 
expected amount of time. 
 
 

Personal Practice Course Option Tutorial preparation  

Identify aims, studio 
experimentation - 45 

First Choice first half - 50 
hours 

Assignment 1 
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hours 
 
[see ‘assignment one 
toolkit’ for workplan 
suggestions] 

a review of previous 
work, your studio 
progress on this course 
and an initial course plan 
-5 hours 

Review and reflect, 
studio experimentation - 
45 hours 
 
[insert your course plan] 

First Choice second half 
- 50 hours 

Assignment 2 
 
a review of your studio 
progress and update of 
your course plan - 5 
hours 

Review and reflect, 
studio experimentation - 
45 hours 
 
[insert your course plan] 
 

Second Choice first half 
- 50 hours 

Assignment 3 
 
a review of your studio 
progress, a decision 
about your research 
proposal and update of 
your course plan  -5 
hours 

Review and reflect, 
studio experimentation - 
45 hours 
 
[insert your course plan] 
 

Second Choice second 
half - 50 hours 

Assignment 4 
 
a review of your studio 
progress, review of your 
draft research plan and 
update of your course 
plan  - 5 hours 

Drawing conclusions, 
evaluating, resolving - 
40 hours 
 
 
[insert your course plan] 
 

Presentation and 
Evaluation 

Assignment 5 
 
a draft presentation of 
your studio outcomes, a 
draft research 
presentation and final 
update of your course 
plan - 40 hours 

Drawing conclusions, 
evaluating, resolving - 
40 hours 
 
[insert your course plan] 
 

Presentation and 
Evaluation 
 

Assignment 6 
 
a presentation of your 
course outcomes, and a 
research presentation - 
40 hours 

 
This is a suggested plan but of course yours will be much more specific and can 
be structured however you feel it will be of most use. You can choose to do more 
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than two of the options if you wish and have the time available to you. You can 
also decide to swap some option elements over, but if you do that make sure 
you have a similar balance of material and textual research as the options have 
been carefully designed to ensure learning outcomes are met.  
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Assignment one toolkit  
 
Being given space to make your own work can be liberating for some but limiting 
for others. Total freedom can mean it is hard to know exactly how to start. This is 
something artists deal with all the time; starting a new project or coming into the 
studio each morning and deciding what the day might involve. Below are some 
suggestions for how to start this course unit, but do speak to your peers and 
tutor for more tips and also be confident if you know what works for you: 
 

1. Review your previous work and writing (by yourself or with a friend) and 
use it to set up an initial set of aims. Work grows from itself and you may 
find there are interesting leads to be followed up from work produced 
during stage one of your studies. 

 
2. Set a timer and write without stopping for three minutes about what you 

think your artwork might be developing into and what interests you. Go 
back through the writing with three coloured highlighters and colour in all 
the words which relate to  

a. process (rip, fold, crush, cover, pour)  
b. ideas (love, politics, philosophy, narrative) 
c. materiality (shiny, wet, colourful, thin) 

Looking at the relative weights of the words you use might give you an insight 
into what interests you; are you an ideas person, are you responsive to 
materials, do certain processes suggest certain avenues of exploration? 
 

3. Begin making immediately. For some a session making quick studies, 
monoprints, drawings or even just putting on some music and starting a 
large canvas is the best way to get into the ‘zone’ and connect to practice. 

 
However you choose to set the initial parameters of your work in terms of ideas, 
materials and process, you will need to keep a course plan. Be honest with 
yourself about the time you have available and give yourself goals. Ensure the 
hours you spend equate to the 45 hours allotted for each of the studio work 
sections of this course unit plus the 5 hours to review and summarise your work 
overall and connect with your tutor. Of course art cannot be produced in a 
consistent way, but your course plan can still set out your aspirations and be 
reworked each time so that your tutor can quickly understand what you have 
been up to. Keep it brief. 
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Painting 2 

Option One: 
Textural and 
multiple surfaces 

 
Sherrie Levine, Fountain (After Marcel Duchamp), 1991. 
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Introduction 
“The world is filled to suffocating. Man has placed his token on every 
stone. Every word, every image, is leased and mortgaged. We know 
that a picture is but a space in which a variety of images, none of them 
original, blend and clash. A picture is a tissue of quotations drawn from 
the innumerable centres of culture…. a painting’s meaning lies not in its 
origin, but in its destination”. 

(Levine 1982, cited in Harrison and Wood, 2003:1039) 

In Option One you will explore ideas through physical exercises (primary 
research) whilst integrating your making with writing from books, journals, 
papers and websites (secondary research). All secondary research must be cited 
appropriately using the Harvard Referencing System. 
https://www.uca.ac.uk/library/academic-support/harvard-referencing/ 

These exploratory exercises are designed to: 

● Challenge your perception of where ideas can come from. 

● Experiment with a range of both old and new mediums to develop your 
ideas and move work forward. 

● Learn how to use materials to develop a working practice. 

● Integrate secondary research to underpin your own physical 
investigations. 

There are four practical research projects and one short 300 word written 
critical account which you are required to complete for this option.  

You will be introduced to both historical and contemporary artists’ work, relevant 
writing and research material to help you expand on understanding your own 
developing practice. 
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Project 1: Visual texture 
Sherrie Levine is known for re-photographing the work of famous male sculptors 
and photographers, calling into question concepts of originality and authenticity. 
In Fountain (After Marcel Duchamp) she represents Duchamp’s urinal in a way that 
she describes as the Almost - same.  

Modernist ideologies of mastering technique and process through a 
predominantly male dominated lens is challenged here by Levine, as she 
introduces feminist critique questioning notions of originality, authenticity and 
identity. This ‘Almost – same’ has become important across Art History, in terms 
of understanding postmodernist production.  

In the following exercises you will be considering different codes of 
representation through using borrowed matter, through repetition and through 
looking at that sense of difference that Levine describes as Almost - same.  

Reading point 

Use this link to read  Appropriating Appropriation by Douglas Crimp (1993). 

https://contentstore.cla.co.uk/EReader/Index?p=RDpcU2l0ZXNccHJvZHVjdGlvblxU
ZW1wXERDUy1iZDU0YjA1Mi1iZDk3LTRlNmQtOTk4Mi04MGU2MjMwNzEwYjEucG
Rm&o=JnB1Ymxpc2hlZENvbnRlbnRfSWQ9MTI5NDk0NSZjb250ZW50UmVxdWVzd
F9JZD0xNDAwNzI3JmRvY3VtZW50TGluaz1mYTJjZmQ2NC01N2U4LWVhMTEtODBj
ZC0wMDUwNTZhZjQwOTkmY29udGVudEl0ZW1fSWQ9MzExMTE5&id=fa2cfd64-5
7e8-ea11-80cd-005056af4099 

Research point 

Douglas Crimp, the American Art Critic and writer, states in the above text, that 
Levine is not at all concerned with placing her own creativity within the work as 
there are no combinations, no transformations, no additions, no synthesis 
presented. Instead Levine concerns herself much more with working 
conceptually around an idea that informs the work overall.  

Unpack the last section of the reading point as well as explore the works of 
Sherrie Levine online, in books and across journals.  

Write a short commentary (with supporting images) on what you have uncovered 
in your research and ask whether you feel like you can connect with any aspect 
of their work in terms of your own creative development. What are your 
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thoughts around copying or using copies as part of your working process? (max 
300 words) 

Research point 

Sandra Gamarra is known for making paintings that copy other artworks or 
museum displays. Research this artist and again make notes around your 
findings with supporting images. Take the time to analyse these works both 
visually and critically. What are you looking at and why might these paintings be 
termed contemporary? 
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Exercise 1.0: Implied Texture 

In this exercise, you will explore the optical, physical and ephemeral aspects of 
implied texture. This exercise is designed to make you work intuitively and 
quickly. This is an exercise in working initially with found materials to make new 
paintings using any type of paint, from acrylic to watercolour, from gouache to 
oil. 

Work on a table where you can spread out to make a series of small paper based 
pieces. You will need to consider your ground by researching different papers 
and priming papers to take specific types of paint. Take the time to consider your 
selected imagery in the first instance choosing elements that you find of 
particular interest. 
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Method 

 
Sandra Gamarra, The Landscape´s Frame I, 2015 

Find four existing images from second hand books or magazines that have 
different elements, for example you may choose four views of a landscape or 
you may choose four disparate subjects such as a landscape, a figure and an 
object and so on. These can be of varying sizes and scales. Cut these elements 
out carefully and start to recreate one image made up of these four parts.  

These parts don’t have to fit within a rectangular format. If it looks exciting, then 
allow the edges to be informed by the cut out parts.  

Take your time to rearrange these parts at least five more times, looking at 
different compositions, formats and colour ways. Start to document the journey 
by taking photographs of your varying compositions and add to your learning log 
as you progress. Don’t forget to annotate your thoughts as you go along. 

When you are happy with at least one composition, this will be your starting 
point to inform a painting. It is important at this stage that you work intuitively 
and quickly. 
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Remember that this exercise is all about creating the illusion of texture. Often 
images from magazines can appear quite flat so it is okay here to be inventive in 
terms of implied texture. If you have, for example, a tree lined avenue don’t be 
afraid to imagine the texture of the leaves, bark or light coming through the 
branches. Work on a series (minimum of three) small scale A5 pieces of paper 
that can take paint such as Arches oil pad or Daler Rowney. You can be quite 
precise in your approach to representing the illusion of texture or be quite loose 
in your painterly approach but try to be as inventive as you can to get the best 
results. Consider your palette quite carefully, do you want to represent what is in 
front of you or do you want to make a painting made from different hues of 
pink? Remember to vary your brush size, use other ways to apply paint and be as 
creative as you can in representing the textural detailing of your composition. 
Thinning down your paint at specific points will allow the paint to dry more 
quickly but don’t be afraid to represent aspects of your composition in other 
ways using a variety of different approaches and techniques.  

Reflection 

In your learning log, reflect on how you moved through this first exercise. Write a 
brief commentary around the following questions. 

How did you find working in a series? Did you manage to paint loosely, or did you 
prefer to copy more realistically? Did you manage to infer texture? If so, how and 
why? What worked and what didn’t and how would you develop these paintings 
further?  
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Project 2: Physical texture – 
assemblage and the reconnection of 
seemingly disparate parts 
“In the twenty – first century, everything exists simultaneously in an 
unending tumble cycle. Society is victimised by the non - emphatic 
fluidity with which the media cuts from Britney Spears money shots to 
the Iraqi quagmire, from a crippled global environment to pandemics 
drifting around the world like tumbleweed, from genocide in Darfur to 
famine in North Korea, from rising crimes against children to American 
Idol, from the spread of AIDS to Madonna’s deus – ex – machina 
version of adoption. Reality is a collage composed of whatever grabs 
our attention, and the competition is limitless. People lunge heedlessly 
into traffic with the Survivor soundtrack playing on their IPod. Others 
sit in restaurants alone with their mobiles or stalk the Web in search of 
meaning. People want their distractions instantly and use their ears 
and mouths as sockets. Even television is prospering because it has 
learned how to graft the identities of the creatures it broadcasts onto 
those that view it. The real and the doppelganger coexist; that’s the 
twenty-first century’s Manichaean malady”. 

(Flood, 2007:10-11) 

Artist Jean Dubuffet first coined the term ‘Assemblage’ and made raw, immediate 
paintings inspired by children’s drawings, graffiti and the art of psychiatric 
patients. Attempting to emulate art made by the ‘untrained’, he went on to 
experiment further by fusing seemingly disparate elements across drawing and 
painting. 

From W.G. Sebald’s fragmentary psychogeographic writing The Rings of Saturn to 
Andre Breton’s Nadja and to William Burroughs cut ups, the sense of encounter, 
extraction, remixing and the rearrangement of dislocated parts has been carried 
through to today’s artistic practice with artists such as John Bock and Isa 
Genzken. Their integration of performance as well as the digital is a 
contemporary iteration of these concepts.  
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Research point 

Research the artists John Bock, Isa Genzken, Samantha Donnelly, Susan Philipsz 
and Urs Fischer. Look up William Burroughs cut up technique and David Bowie’s 
lyrics to Blackout. Make notes in your learning log to write around your findings, 
use supporting images and include your definition of what an assemblage is or 
can be in reference to this wider reading/research. 

Samantha Donnelly negates the shifting relationships between the physical 
object and the photographic subject.  

Susan Philipsz addresses physical texture through reinterpreted assemblage. 

Urs Fischer repurposes the binary with celebrity portraits and banal objects in his 
Problem Paintings. 
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Exercise 1.1: Physical texture: Assemblage 

 
John Bock, Installation view, 2010. 

In the here and now, we exist within a complex cultural framework. We are 
connected in global, digital and virtual terms and so to function we become 
nomadic. Displacement is a factor in social, political and cultural production. We 
borrow, negate and cross borders with ease and in turn are proficient with 
reinvention and negotiation.  

Think about and reflect upon what you have just read by making at least one 
combine made from a number of images, texts or found objects.  

Introduce your own theme or select from one of these: 

Architecture, Literature, Celebrity, Machine, The Cosmos, Myth, Product 
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Method 

Spend time ‘playing’ and making relationships between the physical objects and 
the photographic elements. Try not to be too illustrative or literal by getting the 
subject matter to fit, instead choose images that free associate as you move 
along. Find small objects like jewellery, crystals or plastic parts that connect your 
image to the found object and add to your assemblage as you see appropriate. 
When done, place it on a piece of white paper or card and photograph from a 
range of varying perspectives. 

Consider this object to be a study for a large scale painting or series of paintings 
as you consider the connecting parts. You can edit the object down or paint the 
whole thing. Take care to consider the nature of the support. Consider the shape 
of the original object perhaps as a starting point or the subject it has attempted 
to convey. Do you want to paint on a traditional rectangular canvas or would 
another support be more appropriate (stitched fabric, metal, wood, glass, 3 
dimensions) 

Consider also your approach to the mixed languages of your combine or 
assemblage. Push yourself to use a variety of tools and processes within your 
painting to achieve the same qualities of abutting, dissonance or contrast that 
are likely to be present in your object. You may need to use masking, collage or 
sculptural effects to achieve sharp edges, or pouring, scraping and wiping to 
achieve soft ones? 
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Albert Fernique, Assemblage of the Statue of Liberty, 1883. 

Reflection  

Record your explorations and readings in both your sketchbook and in your 
learning log. Use photography as a tool to record and document the making as 
well as the developments from the initial outcome. Make sure that the 
photographs are clear, your objects are well lit and are uploaded onto your 
learning log and annotated. The final painting or paintings will need to also be 
reflected upon and supported by photographic documentation. 
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Project 3: The Edit and The Digital 
Donna Haraway, the influential American scholar introduced the concept of the 
cyborg in her essay titled A Cyborg Manifesto: Science, Technology and Socialist 
Feminism in the late twentieth century in 1984, inspiring cultural theorists about 
the implications of technologies for human embodiment and subjectivity.  

Haraway proposed we are all cyborgs due to the connection of technology with 
our bodily forms. The manifesto has become a deep rooted reading in modern 
media theory and with the technological development of smaller and smarter 
silicon-transistor based technology attached to our bodies (smartphones and 
wearables) the boundary of fiction and social reality is fast dispersing. 

Haraway argues that all individuals in contemporary Western societies have 
become cyborgs in their interaction with technologies blurring the distinction 
between human and machine. 

Reading point  

Read Donna Haraway’s A Cyborg Manifesto: Science, Technology and Socialist 
Feminism in the late twentieth century using the library link below. Unpack and 
make notes as you read. 

Haraway, D. (1990) 'Chapter Eight: A Cyborg Manifesto' In: Simians, Cyborgs, and 
Women : The Reinvention of Nature. London, UNITED KINGDOM: Taylor & 
Francis Group. pp.149–182. At: 
http://ebookcentral.proquest.com/lib/ucreative-ebooks/detail.action?docID=1195
818 

Read Automata: Seeing Cyborg Through the Eyes of Popular Culture, Adam I Bostic. 
Again, unpack and make notes as you read. 
https://www.jstor.org/stable/1576595?pq-origsite=summon 
 
Think carefully about your own enhanced embodiment with technology. Is this 
relevant to your continuing Painting Practice? Would you consider using varying 
technologies to inform your practice or do you find technology interesting in 
terms of concept? Write reflectively around your thoughts on this subject.   
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Research point 

The artist Gordon Cheung deals with everyday information from pages of the 
Financial Times to pixels on a computer screen. Cheung alludes to making virtual 
paintings that are a patchwork of part digitized and part analogue copies and 
collages of existing paintings, corrupting the image as he goes (Gordon Cheung, 
2018). Referencing the breakdown of the image and the instability of the screen 
Cheung often uses glitch as a metaphor that is contained within the work. Often 
working from prescribed images of perfection, Cheung references unsustainable 
global markets, political power struggles and slippages in the human condition. 

Research and make notes about Gordon Cheung and his contemporaries. 
Unpack and make notes as you read. 

You can access Colart Loved By: Gordon Cheung here or via the following link, 
https://elephant.art/colart-loved-by-gordon-cheung/. 
[Link last accessed: 03/08/2020] 
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Exercise 1.2: The Digital 

 
Gordon Cheung, Fishing for Souls (after Adriaen Pietersz van de Venne), 2016 

Method 

Using images found on the Internet or from second hand books, make a 
composite (combined) image. This can be through digital means (Photoshop, 
photography, film or any other digital platform) or through physical means 
(through cutting and pasting, reworking).  Print a copy of the image out and then 
reframe by slicing, gridding or misaligning in some way. Work on a series of 
pieces playing around with the sense of the glitch. 

From this series select one image that you think is the strongest and write 
something about why this is, describing your working methods and wider 
supporting reading in your learning log.  

Consider further the idea of the obliterated image. Make a series of small A5 
studies (minimum of three) from your final selected image that focuses on the 
editing process. You might like to use watercolours, gouache, ink or acrylics for 
speed.   

You may wish to take things away by editing elements out of the image, to 
reduce the image further or you may consider further interaction between man 
and machine as or before you paint. Make as many small paintings as you can (at 
least three), looking at editing and combining as you move through. Document 
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your thoughts and your processes again, writing reflectively around your 
findings. 

Reflection  

● Did you work with digital or the more traditional method of cutting and 
pasting? Explain your reasons for this in your learning log. 

● How did you feel when misaligning work? 

● What is meant by the obliterated image? Can you find any research 
around this topic? If so, record this in your reflections 

● How did you edit and why? 

● Which painting or paintings feel the most successful and why? Write about 
this in your learning log with supporting images of the work as you move 
through to the next research point. 
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Project 4: Mirroring and The Multiple 
“There is a fifth dimension, beyond that which is known to man. 
It is a dimension as vast as space 
and as timeless as infinity. 
It is the middle ground between light and shadow, 
Between science and superstition, 
And it lies between the pit of man’s fears 
And the summit of his knowledge. 
This is the dimension of the imagination”. 

(Serling, 1959) 

 
Helen Chadwick, Vanity, 1986. 

The topic of the mirror opens a wide and deep vista into the phenomena of the 
double. The Shadow, the echo, the portrait, and twins are many representatives 
of the double in art. Studies around the mirror and the reflection go back to 
Greek Mythology where Narcissus fell in love with his own image in a pool of 
water.  

The myth of Narcissus is a story of relation to others, drawing attention to the 
human urge to look at, assimilate with, and get closer to, the image. Resulting in 
the ability to see oneself as never before. Echo, in love with Narcissus, was 
punished by the goddess Hera, for engaging her in conversation and distracting 
her. Echo’s penance was to spend her life repeating the last words of others. 
Deprived of her own voice, and in love with someone consumed by the need for 
his own image, was a double curse. Yet repetition, as artists who appropriately 
show us, is not a straightforward copy creating exact results, rather it enables 
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subtle or radical shifts. For example, the mirror reverses what we present to it, 
and this flip in our appearance often goes unnoticed, however, this can be 
augmented and exaggerated to almost unrecognisable distortion through the 
warping of the looking-glass 

The French psychoanalyst and psychiatrist Jacques Lacan references the mirror 
as an internal element in the construction of the self and Sigmund Freud 
references it as part of the ‘id’. The mirror is the central device to Jan Van Eyck’s 
Marriage of Arnolfini and Dorothea Tanning parodies the associations of 
feminine with vanity in her piece titled The Mirror. Three contemporary pieces 
that use the mirror or the image reflected back are Laurie Anderson’s 
Object/Objection/Objectivity, Helen Chadwick’s Of Mutability and Sam Taylor - 
Johnson’s video David. 

Exercise 1.3: Mirroring and the multiple image 

Research point 

Take the time to research the following artists who have used or referred to The 
Mirror in their own work: 

● Meret Oppenheim. 

● Vivian Zhang. 

● David Mabb. 

● Mirco Marchetti. 

● Bernd and Hilla Becher. 

● Yayoi Kusama. 

● Jim Lambie. 

● Pablo Bronstein. 

● Eva Hesse. 

Log your findings with annotations and further written reflection to build 
up your knowledge of both historic and contemporary artists who 
reference or use mirrors.  
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Method 

For this exercise you will need some pre-existing work and a reflective surface be 
it a mirror, reflective tape, foil or anything else where you can see an image 
reflected upon its surface. Make sure you have a camera to document each 
stage. You can use further technology to create multiple forms as you go through 
should you wish or use traditional methods that you think bring another 
dimension to the work. 

Place a piece of pre-existing image on your table. Hold up a mirrored surface and 
photograph, repeat multiple times. Print these images out or store them digitally. 
They are likely to be either an exact copy or a less coherent copy of details of 
your work depending on how reflective the material used. 

Now make a further piece of work from the reflective images you have in front of 
you. You may wish to use all of the two-dimensional parts you have in front of 
you, or you may wish to use the copies to build a three-dimensional maquette. 
Think carefully about how these connect aesthetically, allowing for space, 
composition and form to come through. Remain ambitious. Always remember to 
take things away if they don’t work (edit), as this is part of developing your own 
visual aesthetic.  

How will you respond to this maquette or collage through paint? The reflective 
surface may be reinserted in some way as you move through. You may wish to 
paint directly onto the maquette or collage, or you may wish to translate the 
information a further time onto a canvas or other support. 

You may be interested in a specific context to explore within the confines of the 
exercise, by all means introduce this to the final work if it seems to fit. This is all 
about you taking responsibility for your decisions, so remember to push the 
work forward, ask questions and document everything through writing 
supporting reflective notes against your documented images about the process.  

Reflection 

Articulate your research journey and how it extended through into practice, 
drawing a conclusion about your own work and its relevance to the theme of this 
unit. Remember to evaluate your work in this option in terms of your personal 
studio practice and revise your work plan accordingly. 
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