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Introduction   
Welcome   to   Part   One   of    Fine   Art   3:   Advanced   Practice .   As   you   embark   on   Part   One   
of   this   course   you   will   analyse   and   reflect   on   your   practice   to   this   point,   
identifying   key   and   ongoing   ideas,   themes   and   methodologies.   You   will   recognise   
the   importance   of   curiosity   as   you   explore   ways   in   which   to   visualise   your   own   
thinking   and   decision   making   process,   making   this   visible   to   both   yourself   and   to   
others.   This   process,   which   is   both   reflective   and   anticipatory,   will   serve   as   a   
jumping   off   point,   informing   and   inspiring   your   major   body   of   work.  

You   will   explore   ways   in   which   to   visualise   your   own   thinking   and   decision   
making   process,   making   this   visible   to   both   yourself   and   to   others.   This   process,   
which   is   both   reflective   and   anticipatory,   will   serve   as   a   jumping   off   point,   
informing   and   inspiring   your   major   body   of   work.   

As   you   progress   through   Part   One   you   will   be   encouraged   to   consider   your   work   
within   a   wider   context;   at   times   this   will   mean   stepping   out   of   your   comfort   zone.   
You   will   asses   the   limits,   or   boundaries,   of   your   practice   to-date   and   consider   
ways   in   which   you   might   extend   its   reach,   bringing   to   bear   new   sources   of   
inspiration   and/or   provocation   that   may   involve   use   of   media,   disciplines   and/or   
ideas   you   have   not   considered   before;   including   those   that   do   not   sit   within   the   
visual   arts.   Be   prepared   to   challenge   yourself   whilst   remembering   that   you   bring   
with   you   a   wealth   of   knowledge   and   experience   developed   from   your   work   on   
previous   courses   and   within   life   in   general.   

As   you   begin   this   course   and   start   to   work   through   the   final   level   of   
undergraduate   studies,   the   words   written   in   1910   by   American   philosopher   John   
Dewey,   as   part   of   a   lecture   on   thought   and   reasoning   entitled    How   We   Think    are   a   
useful   mantra   to   refer   to.   

The   wisest   of   the   Greeks   used   to   say   that   wonder   is   the   mother   of   all   
science.   An   inert   mind   waits,   as   it   were,   for   experiences   to   be   
imperiously   forced   upon   it.   The   curious   mind   is   constantly   alert   and   
exploring,   seeking   material   for   thought,   as   a   vigorous   and   healthy   body   
is   on   the   qui   vive   for   nutriment.   Eagerness   for   experience,   for   new   and   
varied   contacts,   is   found   where   wonder   is   found.   Such   curiosity   is   the   
only   sure   guarantee   of   the   acquisition   of   the   primary   facts   upon   which   
inference   must   base   itself.   
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Project   1:    Audit   of   practice   

  

Philip   Guston,    Untitled,    1979   (oil   on   canvas)   Bridgeman   Images   

  

Exercise   1.1:    Audit   your   practice      
Gather   together   previous   work,   projects,   sketchbooks   and   learning   logs.   Spend   
time   looking   through   this   material   and   select   out   key   pieces   or   moments   in   order   
to   review   the   actions,   processes   and   practices,   questions,   ideas,   thinking,   
references   and   theories   that   have   become   pivotal   to   your   work   this   far.   

It   might   be   obvious   to   focus   on   the   most   ‘successful’   pieces   in   your   portfolio   but   
also   pay   attention   to   aspects   of   your   work   that   are   quieter,   or   possibly   less   
resolved.   Perhaps   there   are   images,   explorations,   experiments   that   still   catch   
your   attention   and   ask   to   be   developed   further?   Are   there   connections   or   
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threads   which   you   can   see   running   through   a   number   of   projects?   Do   these   help   
you   to   identify   a   starting   point?     

Any   of   these   moments   within   your   practice   could   provide   a   point   of   departure   
for   your   body   of   work,   so   spend   a   good   amount   of   time   reflecting   on   your   work   
to-date.   

Surveying   the   field   
Consider   the   following   points   and   record   your   thoughts   in   your   learning   log:   

● What   are   the   processes,   interests,   knowledge   and   experience   that   you   
bring   to   bear   on   your   work?     

● What   are   the   questions,   propositions   and   ideas   contained   within   or   
presented   by   your   work?   How   do   you   feel   these   influence   or   inform   what   
you   do?     

● Do   you   operate   within   a   particular   specialism   i.e.   painting,   sculpture,   
performance?   Are   there   a   particular   set   of   concerns   or   questions   that   you   
address   or   that   you   feel   are   specific   to   this   specialism?     

● If   you   work   across   disciplines   i.e.   painting/drawing   or   
sculpture/performance,   etc.,   describe   these   relationships.   What   does   the   
interaction   of   these   areas   of   activity   bring   to   your   working   process?     

Use   your   learning   log   to   gather   your   examples,   respond   to   the   prompts,   and   to   
reflect   on   your   practice   to   date.   

     

17     Fine   Art   3:   Advanced   Practice   



Writing   a   reflective   commentary   

  

Wiebke   Siem,    Twelve   Hats ,   (1989)   (wool   &   foam)   Bridgeman   Images   

What   is   a   reflective   practice?   
“Fine   art   is   a   discursive,   speculative,   reflective   form   of   collective   and   
individual   scrutiny.”   

Graham   Crowley,   –   interview   by   John   Reardon   ch-ch-ch-changes:   artists   talk   about   
teaching,   p.131   

“To   maintain   the   state   of   doubt   and   to   carry   on   systematic   and   
protracted   enquiry   –   these   are   the   essentials   of   thinking.”   

John   Dewey,    What   is   Thought   from   How   We   Think ,   p.13.   D.C..Heath   &   CO.,   Publishers,   
Boston,   New   York,   Chicago,   1910.   ISBN   1-59462-754-1     
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Reflective   practice   is   an   ongoing   process   in   which   you   develop   an   in-depth   
conversation   with   your   work.   So,   be   curious,   observant   and   rigorous   as   you   
consider   and   question   your   work   and   its   processes.     

John   Dewey   was   one   of   the   first   to   write   about   reflective   practice.   He   said   that   
when   we   reflect   on   experience   we   learn.   He   proposed   that   reflecting   on   
experience   can   lead   to   doubt   or   perplexity   –   a   problem   -    which   in   turn   leads   to   
reflection   –   thinking   the   problem   through   or   out.   You   can   read   about   his   ideas   in   
his   book   How   We   Think   and   search   online   and   in   books   for   various   other   models   
of   reflective   thinking   presented   by   those   interested   in   education   and   learning.   
These   examples   present   a   good   starting   point   to   consider   how   we   think   things   
through;   it   might   be   helpful   to   adapt   these   to   your   particular   processes   or   
situation.   

Being   critical   
“I   think   it’s   particularly   true   in   art   that   there   is   nothing   wasted,   there   is   
nothing   that   is   a   mistake.   You   do   bad   work,   you   learn   it’s   bad   work.   You   
do   good   work,   you   learn   it’s   good   work.”     

Michael   Craig-Martin   –   interview   by   John   Reardon   ch-ch-ch-changes:   artists   talk   about   
teaching,   p.110   

Your   ideas,   opinions   and   arguments   will   develop   and   change.   What   you   think   is   
the   case   today   you   may   totally   disagree   with   in   a   few   months   time   and   it’s   ok   to   
change   your   mind!   As   you   progress   through   this   course   you   will   develop   your   
own   sense   of   when   the   work   ‘works’   and   when   it   doesn’t.   Avoid   dismissing   the   
things   you   produce   as   simply   ‘bad’   and   look   rather   at   the   potential;   consider   
what   is   missing   and   how   this   might   allow   the   work   to   develop   into   something   
that   is   more   successful.   
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Research   point:    Describing   reflective   practice   
Research   reflective   practice   through   the   ideas   of   -   John   Dewey,   Donald   Schön,   
Graham   Gibbs   and   David   A   Kolb.   Conduct   your   research   through   the   online   
OCA/UCA   library.   You   will   see   from   your   research   that   these   ideas   and   processes   
are   often   presented   in   diagrammatic   form,   laying   out   the   progression   of   
reflection   from   initial   thought   or   problem   to   moment   of   conclusion,   action   or   
reassessment.   For   example   Gibbs’   model   of   reflective   practice;   an   example   found   
here:   
https://www.kent.ac.uk/learning/PDP-and-employability/pdp/reflective.html   

is   presented   as   a   cycle   which   identifies   an   event,   response(s)   to   it,   evaluation,   
analysis,   conclusion   and   subsequent   action,   returning   the   practitioner   back   to   
reconsider   the   event   having   reflected   fully   on   it.   

Exercise   1.2:    Describing   your   reflective   practice   
In   your   learning   log   describe,   in   diagrammatic   form,   a   model   of   reflective   
practice   that   works   for   you   inspired   and   informed   by   the   ideas   of   Dewey,   Schön,   
Gibbs   and   Kolb.   

Exercise   1.3:    Writing   a   reflective   commentary   
Write   a   reflective   commentary   on   your   practice   to-date.   This   should   be   a   
minimum   of   500   words.   Include   reflection   on   some,   or   all,   of   the   following:   

● Key   moments   in   the   development   of   your   recent   practice.   

● Strengths   that   you   observe   both   in   your   process   and   the   works   
themselves   and   how   you   might   build   on   these.   

● Connections   or   threads   which   you   can   see   running   through   a   number   of   
projects   that   might   present   useful   starting   points   or   points   of   intersection.   

● Ways   in   which   questions,   propositions   and   ideas   populate   your   work   and   
influence   and   inform   what   you   do.   

● If   you   work   across   disciplines,   what   does   the   interplay   between   these   
areas   bring   to   your   working   process?   What   are   the   questions   these   set-up?   

● Where   do   you   see   areas   for   development?   Identify   the   problems   and   
possibly   the   contradictions   within   the   work.   These   may   not   be   negative   
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aspects   of   the   work   as   such,   but   actually   interesting,   or   useful,   points   for   
action.   

● Are   there   unresolved   areas   that   present   possibilities   for   new   work?   How   
might   you   pick   up   on   these   and   develop   them   further?   

● Looking   forward,   what   ambitions   do   you   have   for   your   work?   At   this   point   
what   would   you   like   to   achieve   within/for   the   work   itself?   Focus   your   
thinking   around   the   work   as   it   exists   in   the   studio/workspace   rather   than   
considering   it’s   life   beyond   i.e.   in   a   gallery,   exhibited   or   shared   outside   of   
the   studio.   

Post   your   reflective   commentary   on   your   learning   log,   and   reflect   on   the   process   
doing   this   exercise.     

  

  

Lisa   Milroy,    Letter/Letter   Writing ,   (2003)   (oil   on   canvas)   Bridgeman   Images   
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Exercise   1.4:    Write   a   letter   to   yourself   
In   a   letter   to   yourself,   record   your   aims,   ambitions   and   plans   for   your   work,   
drawing   on   your   audit   and   reflection   on   practice.   Frame   your   letter   as   advice   to   
the   self   that   has   come   out   of   your   practice   to   date.   Seal   the   letter   in   an   envelope,   
and   tuck   it   away   to   be   opened   later   on   in   the   course.     

Reading   Point   
The   writer   and   poet   W   H   Auden   wrote   the   prose   poem    Letter   to   a   Wound    some   
time   after   an   unidentified   diagnosis.   He   speaks   to   his   affliction   through   someone   
with   whom   he   has   a   relationship,   which   allows   for   a   more   objective   position.     

Letter   to   a   Wound     
The   maid   has   just   cleared   away   tea   and   I   shall   not   be   dis-     
turbed   until   supper.   I   shall   be   quite   alone   in   this   room,     
free   to   think   of   you   if   I   choose,   and   believe   me,   my   dear,   I     
do   choose.   For   a   long   time   now   I   have   been   aware   that   you     
are   taking   up   more   of   my   life   every   day,   but   I   am   always     
being   surprised   to   find   how   far   this   has   gone.   Why,   it   was     
only   yesterday,   I   took   down   all   those   photographs   from   my     
mantelpiece   —   Gabriel,   Olive,   Mrs.   Marshall,   Molim,   and     
the   others.   How   could   I   have   left   them   there   like   that   so     
long,   memorials   to   my   days   of   boasting?   As   it   is,   I’ve   still   far     
too   many   letters.   (Vow.   To   have   a   grand   clearance   this     
week   —   hotel   bills   —   bus   tickets   from   Damascus,   presenta-     
tion   pocket-mirrors,   foreign   envelopes,   etc.)     

  
Looking   back   now   to   that   time   before   I   lost   my   health     
(Was   that   really   only   last   February?)   I   can’t   recognize   my-     
self.   The   discontinuity   seems   absolute.   But   of   course   the     
change   was   really   gradual.   Over   and   over   again   in   the   early     
days   when   I   was   in   the   middle   of   writing   a   newsy   letter   to     
M.,   or   doing   tricks   in   the   garden   to   startle   R.   and   C.,   you     
showed   your   resentment   by   a   sudden   bout   of   pain.   I   had   
outbursts,   wept   even,   at   what   seemed   to   me   then   your   in-     
sane   jealousy,   your   bad   manners,   your   passion   for   spoiling     
things.   What   a   little   idiot   I   was   not   to   trust   your   more     
exquisite   judgment,   which   declined   absolutely   to   let   me   go     
on   behaving   like   a   child.   People   would   have   tried   to   explain     
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it   all.   You   would   not   insult   me   with   pity.   I   think   I’ve     
learned   my   lesson   now.   Thank   you,   my   dear.   I'll   try   my     
hardest   not   to   let   you   down   again.     

  
Do   you   realize   we   have   been   together   now   for   almost     
a   year?   Eighteen   months   ago,   if   anyone   had   foretold   this   to     
me   I   should   have   asked   him   to   leave   the   house.   Have   I     
ever   told   you   about   my   first   interview   with   the   surgeon?     

  
He   kept   me   waiting   three-quarters   of   an   hour.   It   was   rain-     
ing   outside.   Cars   passed   or   drew   up   squeaking   by   the   curb.     
I   sat   in   my   overcoat,   restlessly   turning   over   the   pages   of     
back   numbers   of   illustrated   papers,   accounts   of   the   Battle   of     
Jutland,   jokes   about   special   constables   and   conscientious     
objectors.   A   lady   came   down   with   a   little   girl.   They   put   on     
their   hats,   speaking   in   whispers,   tight-lipped.   Mr.   Gangle     
would   see   me.   A   nurse   was   just   coming   out   as   I   entered,     
carrying   a   white-enamelled   bowl   containing   a   pair   of   scis-     
sors,   some   instruments,   soiled   swabs   of   cotton   wool.   Mr.     
Gangle   was   washing   his   hands.   The   examination   on   the     
hard   leather   couch   under   the   brilliant   light   was   soon   over.     
Washing   again   as   I   dressed   he   said   nothing.   Then   reach-     
ing   for   a   towel   turned,   afraid,   he   said.   .   .   .     

  
Outside   I   saw   nothing,   walked,   not   daring   to   think.   I’ve     
lost   everything,   I’ve   failed.   I   wish   I   was   dead.   And   now,     
here   we   are,   together,   intimate,   mature.     

  
Later.   At   dinner   Mrs.   T.   announced   that   she’d   accepted     
an   invitation   for   me   to   a   whist-drive   at   the   Stewarts’   on     
Wednesday.   “It’s   so   good   for   you   to   get   out   in   the   evenings     
sometimes.   You’re   as   bad   as   Mr.   Bedder.”   She   babbled   on,     
secretly   disappointed,   I   think,   that   I   did   not   make   more   
protest.   Certainly   six   months   ago   she   couldn’t   have   brought     
it   off,   which   makes   me   think   what   a   great   change   has   come     
over   us   recently.   In   what   I   might   call   our   honeymoon   stage,     
when   we   had   both   realized   what   we   meant   to   each   other     
(how   slow   I   was,   wasn’t   I?)   and   that   this   would   always   be     
so,   I   was   obsessed   (You   too   a   little?   No?)   by   what   seemed     
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my   extraordinary   fortune.   I   pitied   everybody.   Little   do   you     
know,   I   said   to   myself,   looking   at   my   neighbour   on   the   bus,     
what   has   happened   to   the   little   man   in   the   black   hat   sitting     
next   to   you.   I   was   always   smiling.   I   mortally   offended   Mrs.     
Hunter,   I   remember,   when   she   was   describing   her   son’s     

career   at   Cambridge.   She   thought   I   was   laughing   at   her.     
In   restaurants   I   found   myself   drawing   pictures   of   you   on     
the   bottom   of   the   table   mats.   ''Who'll   ever   guess   what   that     
is?"   Once,   when   a   whore   accosted   me,   I   bowed,   "I   deeply     
regret   it.   Madam,   but   I   have   a   friend."   Once   I   carved   on     
a   seat   in   the   park   “We   have   sat   here.   You'd   better   not."     

  
Now   I   see   that   all   that   sort   of   thing   is   juvenile   and   silly,     
merely   a   reaction   against   insecurity   and   shame.   You   as     
usual   of   course   were   the   first   to   realize   this,   making   yourself     
felt   whenever   I   had   been   particularly   rude   or   insincere.     

  
Thanks   to   you,   I   have   come   to   see   a   profound   significance     
in   relations   I   never   dreamt   of   considering   before,   an   old     
lady's   affection   for   a   small   boy,   the   Waterhouses   and   their     
retriever,   the   curious   bond   between   Offal   and   Snig,   the     
partners   in   the   hardware   shop   on   the   front.   Even   the     
close-ups   on   the   films   no   longer   disgust   nor   amuse   me.   On     
the   contrary   they   sometimes   make   me   cry;   knowing   you   has     
made   me   understand.     

  
It's   getting   late   and   I   have   to   be   up   betimes   in   the   morn-     
ing.   You   are   so   quiet   these   days   that   I   get   quite   nervous,     
remove   the   dressing.   No   I   am   safe,   you   are   still   there.   The     
wireless   says   that   the   frost   is   coming.   When   it   does,   we     
know   what   to   expect,   don't   we?   But   I   am   calm.   I   can   wait.     
The   surgeon   was   dead   right.   Nothing   will   ever   part   us.     
Good-night   and   God   bless   you,   my   dear.     
Better   burn   this.     

  
Auden   W   1945,   The   Collected   Poetry   of   W   H   Auden,   New   YORK:   Random   House   
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Project   2:    Artist   as   Researcher:   the   body   
of   work   

  

Diane   Cook   &   Len   Jenshel,    Tumbleweeds   pile   up   against   road   signs.    Bridgeman   Images   

In   this   final   level   of   your   undergraduate   degree   study   with   OCA   you   are   working   
simultaneously   on   the    Fine   Art   3:   Research    and   this    Fine   Art   3:   Advanced   Practice   
courses.   The   act   of   doing   research   initiates,   informs   and   tests   ideas   whether   they   
are   realised   through   writing   or   making.   For   some   artists   the   research   is   retained   
with   the   studio,   others   make   their   research   and   its   processes   visible   in   the   final   
work.   This   manifests   itself   in   different   ways   -   through   the   artist’s   personal   voice,   
through   the   use   of   props   and   performance,   in   books   charting   their   ideas.   The   
visibility   of   the   whole   process   can   position   the   artist’s   work   within   various   other   
research   communities,   for   example   anthropology,   science   or   geography.    
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Two   examples   of   research   driven   practice   
The   artist   Becky   Beasley   uncovers   stories   that   are   often   hidden   from   public   view,   
or   works   that   are   generated   out   of   the   work   of   other   artists   or   writers.    After   
visiting   the   private   apartment   of   the   architect   Carlo   Mollini   in   Italy,   Beasley   
discovered   that   having   purchased   it   in   1960,   Mollino   spent   years   decorating   and   
photographing   it,   without   ever   living   there.   In   her   show   for   Art   Now,   Tate   Modern   
she   explored   the   interior   of   Mollini’s   apartment   through   two   and   three   
dimensional   work,   including   a   design   for   a   linoleum   floor.   

https://artistsresearchcentre.org.uk/   

At   Towner   in   Eastbourne   UK,   Beasley   researched   the   work   of   artist   Eric   Ravillious   
through   the   gallery's   extensive   archive   of   his   work.   Beasley   used   this   resource   as   
a   starting   point,   and   somewhere   to   journey   into,   drawing   out   moments   and   
things   of   interest   that   would   feed   her   ideas.   The   extract   below,   taken   from   the   
online   publicity   material   for   the   exhibition   OUS,   describes   Beasley’s   work.   

Across   six   room   installations,   OUS   will   explore   Beasley’s   ongoing   
interest   in   specific   qualities   raised   by   Ravilious’   practice:   space,   
flatness,   light,   abstraction   and   nature,   as   well   as   his   creative   
friendships.   Through   the   filter   of   the   artist’s   deep   engagement   with   
the   histories   and   possibilities   of   photography,   the   exhibition   reflects   by   
turns   on   themes   of   gardens,   interiors,   weather,   mourning   and   human   
encounter.   Featuring   newly   commissioned   linoleum   floor   designs,   
photographs   and   sculptural   works,   these   installations   can   be   
experienced   as   a   gently   unfolding   environment   in   which   questions   of   
interior   and   exterior   become   blurred.   Space   can   be   experienced   as   an   
image,   through   a   subtly   dreamlike   journey,   at   once   pastoral   and   
sensual.   

http://www.tate.org.uk/whats-on/tate-britain/display/art-now-becky-beasley-outside/art- 
now-becky-beasley-essay-outside   
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Artist   Catherine   Baker   works   at   the   intersection   between   science   and   art   and   in   
the   work    Split-City ,   illustrated   below,   she   worked   with   Dr.   Ben   Tatler   from   the   
University   of   Dundee   to   capture   imagery   using   eye-tracking   software.   

The   quote   below   is   from   her   website:    www.catherinebaker.co.uk/   

I   have   an   established   profile   within   the   areas   of   Drawing   Practice   and   
Drawing   research,   my   PhD   (completed   in   2012)   investigated   the   role   of   
eye   movements   within   drawing.   My   interest   in   the   neuro-biology   of   the   
eye   led   to   a   consideration   of   certain   eye   movements   as,   in   essence,   a   
metaphorical   mark.    This   was   investigated   through   collaborative   
experiments   both   within   and   beyond   scientific   domains,   using   the   
latest   eye-tracking   technologies.   During    the   same   time   period   I   was   
invited   to   be    resident   at   a   cutting-edge   clinical   research   imaging   
centre.   This   brought   about   a   shift   in   my   practice    with   my   research   
becoming   more   focused   on   hidden   disease   and   illness   and   the   impact   
such   conditions,   and   associated   diagnostic   imaging,   can   have   on   
everyday   lives.     

My   current   work   utilises   photography   and   photographic   printmaking   
alongside   video   work   with   patients   as   I   employ   the   most   effective   
method   for   producing   my   issue   driven   practice.   This   impacts   on   
audience   engagement   as   a   key   agenda   within   making.   

  

Catherine   Baker ,   Split-City ,   (2006).   Image   courtesy   of   the   artist     
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Exercise   2.1:    A   continuing   practice   
The   audit   of   practice   and   reflective   commentary   provides   you   with   a   sound   base   
from   which   to   begin;   enabling   you   to   look   back   in   order   to   move   forward.   It   may   
be   that   this   process   suggests   new   and/or   previously   unexplored   possibilities,   
influences   and   subject   matter   stemming   from   previous   research   and   
investigation.   Stepping   into   unfamiliar   territory   will   push   your   work   forward,   
broadening   and   enlivening   the   process   and   practices   that   form   and   inform   your   
work.     

Through   a   process   of   initial   exploration,   experimentation   and   practical   research   
make   several   pieces   of   developmental   work.   This   work   will   form   the   beginning   of   
your    body   of   work.   From   this   point   you   will   develop   a   body   of   work   that   forms   
the   heart   of   this   course   and   you   should   ensure   that,   as   you   work   on   this,   you   
also   work   in   parallel   on    Fine   Art   3:   Research .     

Through   your   experience   of   being   an   OCA   student   so   far,   you   will   be   used   to   
getting   feedback   from   your   tutor.   As   you   will   be   aware   to   get   the   most   of   this   
process   it   is   important    to   give   them   a   clear   and   considered   picture   of   your   
process   to-date.   So,   make   sure   to   fully   and   effectively   document   your   work,   
reflecting   on   its   progression   as   you   go   along   in   your   learning   log.   OCA   has   useful   
guidance   material   available   to   students   on   a   range   of   issues.   This   video   is   about   
documenting   2D   work.    https://vimeo.com/12290230     [Accessed   28/10/20]   
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Exercise   2.2:    Artists   at   Work   
How   do   you   work   in   your   studio?   There   is   an   infinite   number   of   approaches   to   
making   work   and   artists   have   used   and   developed   their   own   individual   styles   
and   approaches.   Take   a   look   at   the   following   online   video   about   the   artist   Antony   
Cairns,   and   consider   his   processes,   approaches   and   intentions.   

https://www.youtube.com/watch?v=2J4tL6ZyBPU    [Accessed   11/11/2020]   

The   artist   Amy   Sillman   is   fascinated   with   colour.   She   explores   what   it   means   to   
her   as   part   of   her   working   process.    

“For   me   I   am   more   interested   in   colour   as   an   engine   of   ongoing   change   
and   metamorphosis   than   as   a   static   theory.   I’m   a   slow   worker,   a   
constant   adjuster   and   editor   of   paintings,   every   one   of   my   paintings   is   
a   kind   of   animated   movie,   a   series   of   adjustments   and   overhauls   with   
scraped   off   colours   until   kind   of   weight   or   visual   surprise   tells   me   
something   I   didn’t   already   know   and   I   stop.   Colour   is   a   primary   tool   for   
negation   in   my   work   -   colours   that   block   each   other   out   or   contradict   
each   other,   and   are   mixed   in   an   archeologico-dialectic   of   continual   
destruction   and   reconstruction.     

p   115.   Sillman   A   in   Grew   I   and   E   Lajer-Burcharth   (Eds.),    Painting   beyond   itself:   The   Medium   
in   the   Post-medium   Condition,    Sternberg   Press   2016   

The   term   ‘work’   is   commonly   used   to   refer   to   the   product   or   output   of   an   artist’s   
practice.   As   an   active   term   it   implies   that   endeavour   has   gone   into   the   
production   of   a   piece   of   art,   professionalising   the   artist’s   position.   Artist   studio   
groups   are   places   of   work   and   some   will   adhere   to   a   regular   daily   schedule   that   
could   be   likened   to   a   factory   production   schedule.    Artists   often   set   up   systems   
within   which   they   can   find   a   discipline   and   use   endeavour   and   dedication   to   the  
maximum.   In   addition   to   requiring   determination   to   doggedly   explore   an   idea   or   
process,   making   a   series   of   works   that   extensively   interrogate   an   idea   can   bring   
about   a   deeper   level   of   understanding.     

That   work   (or   labour)   has   gone   into   creating   a   piece   of   art   could   be   seen   as   
contentious.   A   simple   line   drawing   might   appear   to   be   produced   quickly   and   with   
ease,   seemingly   with   little   actual   labour   attached   to   its   production.   However,   
arguably,   a   successful   drawing   does   not   arrive   out   of   a   vacuum   and   has   usually   
been   preceded   by   a   process   of   learning   and   refining   the   craft.   As   an   artist   you   
will   know   that   a   work   that   is   resolved   takes   many   hours   of   development,   testing   
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and   execution.   That   work,   as   in   labour,   is   required   in   the   studio   cannot   be   
underestimated.     

Research   Point   
Find   two   examples   of   artists   who   involve   themselves   in   intense   periods   of   
production   as   a   tool   to   develop   refine   and   resolve   work   and   ideas   and   in   contrast   
to   others   who   embrace   the   immediacy   and   expediency   as   a   tool   for   discovery.   An   
example   of   the   former   could   be   the   painter   Agnes   Martin.   Write   about   your   
findings   in   your   learning   log.     

Research   point   

  

Duncan   Moseley,    Studio ,   2018.   Image   courtesy   the   artist.   

OCA   postgraduate   student   Duncan   Moseley   makes   work   on   a   large   scale   using   
an   iterative   process.   The   text   below   describes   the   rationale   and   process   around   
his   work.   Working   with   images   gleaned   from   the   internet,   he   uses   the   process   of   
production   within   a   repetitive   process   to   investigate   boredom,   difference   within   
series   and   reproduction.    Moseley   says   of   the   act   of   making   his   work   “The   images   
return   in   reproduction,   re-experienced   by   touch.”   
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Consider   if   a   similar   attitude   towards   the   production   of   work   would   bring   
anything   to   your   practice.   

Duncan   Moseley,    Studio ,   (2018)   Image   courtesy   the   artist.   

Thinking   about   the   processes   you   are   drawn   to   in   your   own   work   identify   an   
artist   whose   research   practice   you   can   relate   to.   It   may   be   useful   to   find   
interviews   with   artists   online   or   in   books   as   these   can   give   you   an   insight   into   
otherwise   hidden   aspects   of   practice.   Pay   particular   attention   to   the   ways   in   
which   the   processes   of   the   work   develop   an   initial   starting   point   or   set   of   ideas   
or   concerns.   Reflect   on   your   findings   in   your   learning   log.   

Make   a   series   of   pieces,   working   quickly,   using   a   familiar   medium   of   your   choice.   
As   a   starting   point   use   an   existing   piece   of   work   or   begin   afresh   and   make   
something   new.   Treat   these   works   as   part   of   your   research   process.   Using   
multiple   copies   of   the   same   work,   or   image,   take   each   in   turn   and   use   this   
starting   point   to   try   out   a   new   method   of   working.   For   example,   you   might   create   
a   short   video   on   your   phone,   from   which   you   draw   a   single   still   frame,   onto   
which   you   work   with   tissue   paper   and   finally   photograph   it.   Initially,   use   a   variety   
of   approaches   so   that   the   media   and   techniques   you   use   are   quite   diverse.   Once   
you   have   a   set   of   initial   experiments   take   each   of   these   in   turn   and   develop   them   
further.   At   this   stage   allow   the   various   iterations   to   inform   each   other   where   it   
seems   useful   to   do   so.   Produce   a   short   time-based   presentation   such   as   a   video   
of   still   images   or   Powerpoint   presentation,   include   an   accompanying   audio   in   
which   you   describe   and   discuss   the   process   and   outcomes.   Consult   with   your   
tutor   to   discuss   other   options   if   these   formats   are   not   viable.   

  

31     Fine   Art   3:   Advanced   Practice   



Project   3:    Mapping   the   forward   path   
“Maps   are   graphic   representations   that   facilitate   a   spatial   
understanding   of   things,   concepts,   conditions,   processes,   or   events   in   
the   human   world.”   

Harley   and   Woodward,   History   of   Cartography,   vol.1,   p.   xvi.   Quoted   in   Jerry   Brotton,   
Introduction,   A   History   of   the   World   in   Twelve   Maps,   p.5.   Penguin   Books,   London,   2013.     

In   Project   1   you   considered   diagrammatic   models   to   describe   the   processes   of   
reflective   thinking   and   to   audit   your   practice   to   date.   This   exercise   will   enable   
you   to   identify   the   main   concerns   within   your   practice   going   forward.   As   these   
develop   within   your   body   of   work,   you   will   be   able   to   pinpoint   intersections   and   
connections   between   the   various   strands   of   your   thinking   and   activity.   Mapping   
is   one   way   of   visualising   your   process   and   as   an   approach   may   prove   useful   at   
this   point.   You   may   know   or   want   to   find   other   methods,   for   example,   it   may   suit   
your   working   processes   to   work   with   time   based   media   such   as   video,   although   
arguably   this   will   dictate   a   more   linear   narrative   in   the   communication   of   your   
ideas.   

Exercise   3.1:    Making   your   thinking   and   references   
visible     
Read   through    Fine   Art   3:   Research    Exercise   2:1   Mind   Mapping     and    Exercise   2:2   
Concept   Mapping .   Use   this   and   the   following   research   points   to   help   you   think   
about   the   place   of   mapping   as   a   tool   within   your   practice.   
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Research   points   
https://alexkershawmajournal.files.wordpress.com/2014/02/my-practice.jpg   

  

  

Alex   Kershaw,    Mapping   the   Territory ,   OCA   MA   Fine   Art   student   
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Mozhdeh   Zandieh,    Mapping   the   Territory   response .   OCA   MA   Fine   Art   student     

Watch   the   video   that   articulates   the   thinking,   development   and   making   of   OCA   
MA   Fine   Art   student   Mozhdeh   Zandieh’s    Mapping   the   Territory    work   here:   

https://drive.google.com/file/d/1ssLn7O83v04plWEhsp92qbbdIuIIz5b4/view?usp 
=sharing     [Accessed   11/11/2020]   

● Search   online   for   thinking   map   templates.   
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Marianne   Holm-Hansen,   Jaimini   Patel,   Caroline   Wright   and   Helen   Rousseau,    misreadings   
APT   Gallery   (2018)   Image   courtesy   Marianne   Holm-Hansen   

For   misreadings,   artists   Jaimini   Patel,   Marianne   Holm-Hansen,   Helen   Rousseau   
and   Caroline   Wright   worked   collaboratively   to   expand   and   deepen   discussions,   
thinking   and   action   around   particular   written   texts   through   active   spatial   and   
conceptual   mapping.   This   process   set   in   motion   action,   dialogues,   thinking,   
moments   of   collaborative   activity   and   inactivity   to   enfold   and   entangle   particular   
aspects   of   text,   space   and   practice.   

Exercise   3.2:    Three   dimensional   mapping   
Using   the   work   you   have   done   to   date   and   your   research   formulate   a   mapping   
scheme   that   works   for   your   practice.   Do   not   feel   constrained   by   existing   models;  
if   you   feel   you   want   to   work   in   a   different   way   do.     

Rather   than   treating   this   as   a   paper   based   exercise   work   in   a   three   dimensional   
space.   For   example;   a   corner   of   your   work   space,   an   alcove   or   shelving   unit   could   
work   well.   Make   sure   you   feel   unconstrained   and   able   to   map   your   thinking   
extensively.   In   order   to   allow   the   process   to   evolve,   write   out   key   thoughts,   
references,   quotes,   questions,   etc.   on   post-it   notes   or   cards.   These   can   be   moved   
around   as   you   work   and   think.   Allow   the   map   to   develop   in   three   dimensions;   
incorporate   images,   objects   and   materials   –   whatever   suits   your   way   of   thinking   
and   working.   You   may   wish   to   use   colour   to   identify   different   strands   of   thinking   
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by   creating   ‘zones’   or   coloured   lines   of   connection.   Photograph   your   work   at   this   
stage   and   as   it   develops   over   the   course   of   the   project.   

Information   Point   
Artists   use   photography   in   a   range   of   ways   and   for   different   purposes.   The   
availability   of   smartphone   cameras   and   other   image   capturing   devices   allow   
quick   snaps   to   be   a   daily   activity.   Using   this   facility   as   a   way   to   take   stock   of,   
reflect   on   and   mark   your   ideas   is   a   very   useful   tool.   There   is   a   difference   
between   this   use   of   photography   and   the   taking   of   photos   that   are   destined   for   
publication   in   print   or   use   as   a   record   of   a   resolved   and   final   piece   of   work   where   
lighting,   resolution   and   context   is   a   priority.   Some   artists   also   subvert   the   style   of   
photography   they   use,   deliberately   employing   an   everyday,   low   aesthetic.   
Consider   your   approach   as   you   document   your   work.     
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Project   4:    Planning   towards   the   Body   of   
Work   

  

Joanna   Beaumont,   Student   notebook,   OCA   Image   Library   

Exercise   4.1:    Your   initial   work   plan   
In   your   learning   log   make   a   plan   that   will   help   you   to   develop   your   body   of   work   
which   will   include:   your   planning,   exploratory   and   developmental   work,   research,   
reflection,   evaluation   and   final   outcome(s).     

You   will   review   your   plan   as   you   progress   through   the   course;   so   don’t   feel   that   
things   are   set   in   stone.   Primarily,   and   initially,   the   plan   should   help   you   to   
organize   your   time   and   research.   Avoid   trying   to   second-guess   the   outcome   of   
your   project;   the   plan   should   support   rather   than   determine   the   direction   and   
outcomes   of   your   work.   

● List   and   begin   to   gather   relevant   materials   and   resources,   identifying   
relevant   suppliers   and   sources.   

● Identify   any   specialist   input   you   feel   may   be   needed   i.e.   short   courses,   
technical   support,   etc.   
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● Identify   key   events   i.e.   exhibitions,   performances   and   talks   that   might   
inform   your   research   

● Plan   your   time.     

You   may   use   a   format   that   feels   appropriate   to   communicate   your   plan   to   your   
tutor   for   your   Part   One   Assignment.   This   might   be   in   the   form   of   a   written   
document   or   as   a   presentation   in   a   format   such   as:   Powerpoint,   Prezi,   Keynote,   
Padlet,   video,   etc.   Check   the   format   with   your   tutor.   
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Assignment   One   
Now   that   you   have   completed   Part   One,   review   your   work   so   far   and   send   to   
your   tutor   the   following   outcomes:   

● Your   reflective   commentary,   which   should   be   between   200   and   300   words   
long,   either   as   a   link   to   your   learning   log   or   as   a   hard   copy   if   you   are   
working   in   printed   form.   

● A   selection   of   your   work   from   Projects   3   and   4,   clearly   labelled.   

● Your   Initial   Work   Plan   in   an   appropriate   format.   

For   this   part   of   the   course,   you   are   not   being   asked   to   create   an   assignment   
piece   of   work,   but   to   evidence   the   development   of   your   ideas   through   the   
exercises   you   have   undertaken   thus   far.   If   you   are   planning   to   receive   feedback   
from   your   tutor   face   to   face   in   Google   Meet   you   may   wish   to   submit   reflective   
and   supporting   work   in   advance   and   then   present   your   ideas   for   your   body   of   
work   via   a   live   slideshow   or   video   presentation   at   an   agreed   time.   One   way   of   
presenting   your   work   is   by   speaking    to    the   images   on   your   slides.   This   can   allow   
previously   unconsidered   ideas   to   surface.   This   may   be   particularly   useful   at   this   
early   stage   of   the   course   where   such   an   approach   may   help   to   keep   ideas   and   
possibilities   fluid   and   open.     

It   is   always   a   good   idea   to   check   your   work   against   the   course   assessment   
criteria   before   you   make   the   submission.   Remember   this   assessment   does   not   
count   towards   your   final   mark   but   the   feedback   you   get   from   your   tutor   should   
help   you   develop   your   thinking   and   approach   as   you   progress   to   Part   Two.        
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