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Hyperrealsm, tc me, Is on ancther level of skill,
BEe e MoVveEMEents Which have come before (t.
|l am I'n altsSclute awe of +he skeins of these
artists - How do they achieve such decail? How
do they cbserve the obyects andl appiy Nt
+hey See hdn sLeh rarcosCopic preC\‘S\'Qﬁ
H fdscinares me how we as hUmans ace capable
of creaking incredibly detailed griworkg that (s
indisHnguisnable bg:\kithe nov huMan eﬁ-‘l’he
ne befineen reall and ark Is progHcally
erased in Anese paittings: | £ind the complsition
and amangMmentsS of sub)ect matters wihin these
SHIl life paintings both +radrHonal and thougint-
rovVorunNg.
Fi\sho-i 'S %he inrended meaning oenhina a st nEe?2
wWnat IS 4ne arkist trying to onvey? :
The composition qiows mMe +o examine the subject
Intensely, intecpreting tne meon‘u\c%c‘g I view A
then reac the nardkive taung oh a whole new

MeANING . To Me they are (moued with o life kbeyond

the ords for ealt™ tndinidudl .
Cynthia Potles’ exhibraon ‘Gold Preces and other
exploranons ' explores the Work of en‘or(%_ro NMorandi,
Fronasco de zurboran's A cup of hatrer ard Q Rose
and +he use of gold 1ecf 1n tradimonal painthngs - SHhe
BringsS all these ‘Studies’ t0 the 2ist Centur nith
her choice of object-szromgChca érom Q coke con
+o Gn_ IPNoNE - She recains her Pop art tendencies,
focusing on ordinary oyects devoid of sucrounding
Cortext.8he explores the” capability of gold lea and
old pigment using i in a confernporary) style .
Sr vs Imporcart +0 looke and [earn from afk h\st—orm.
Tnis may involve going back as far as khe 18" o
20N ceértury - What do \ warnk Lo qort&)ﬁorword')
How can | f£irvd My onwn sﬁ,epe? \ aim carr s
Forward some G ional Ch‘r\kques; Lgnttng )
comMmPOsitioNs. i ;
| i\l be 1Ook) 40 include reflechive gquoltiesS as o
tommon feature, £nis will be o Visual mexaphor for
(eflecting the past. | expect to be usg\‘% moderm
CoNnsSuMENsM okjects a nod O the © ACtists .
Our common qgoal s Yo \eave g record of
everycay WFE as we see lttkeday.

A




Pedre Campos

D Cyn+hra Poole

o
In +he hierarchy of genres
for ard estavlished \n +he 7
Cer\mr\d by the French

Academy ; st ife was
ranred a+ +he botiom '

"
Hyperreausm can creoﬂ! QN
armnospne® of surealism

because f‘\obodt.j sees tne
norid \n such” decqi)

{3
RKE

Jd

Objects are used to

remimg <ne vierve(

Of the brevuity of
nLUMaN  Life

emMmotonal, social, poltical
cnd cuitural ele mMent-S %
Shaoadowns
an d

> | ngh-ﬁ ~ 9

>e /
Ekg?‘:@ G\ enr\rouj

T utof

l

J

J

mEERARRR B R R E B GG

Anmmn

Giorgio Mora Yol

Kaote
Brn¥north

+radhonally o\l po\r\t\ncas 4

ot o SR
reonsm N ark Vs /
ractensed de

\ N an unusual
ofrfzo nf—‘e -ﬂ_\v_‘ O e

Vzr\j Lrericatce v’{; alf SPO“"OO\j

i \ PDutch am~d Flemish
sriu WPe acfist

ol s o) cgnfurcj

stood ©n the foundation
of tnhe US photorealistic ermipb el
work of+ne |latre 19605

. ;eg
re\\g\cusuj symbolc © ;

Wkt m CompoS\homs

i\

pbased on " the simulokon of
S am ethmg nwhich mever reomj \ &
exsisred" " 3"

\Y,

}5,' é\rﬁ@&& N
".:.;




- 3 | [ ey — ~i . > )
I -] - .w.. e ! 1 ol  »3 ..,m,.q \,- - -~ . sl = - - - ! - .|:' po s F.]\kz.
, I - L | -
Ew.ﬂﬁ_ EEIL B B O (] uEmaT_ _.-Em T 8 (R 8 (R R O B By i B 1, R R YU BT 1 SRERE B =R T ) YT I
\ J . : \ A\ :

N/ NS/ B, W B W W Wt ) ) =L _ AL LT, T O\ N TN / N
J‘Ll. . 'H\w ,0 3 ' -an . .
.‘ : — ) ff < v't' ‘
‘ ki7
L,




'}

7

There have been
Styles SiInCe the cms@ ‘
Throughout the 20'
2 \eoturd), S\ lves
- ldissolved (0o eomerry
QS CDIECtS e apsiioe
ted mhore G NASE
onine canvas - By
tne end of the
millenium , £ne onject
depicted \n paintings
WEE  Exay as
cammadtiy and
[ ecoaMms Crnec
CommMErciaism » Qs in
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OPEC S OWOl STuLE / nich
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 rconscioLsiy aqd merhod-
| EVEry suoqle BrushsTiore
POCIED ‘e structxal
overo\.\‘?mo & Wnot
NG houId SEY HNe Sioge

vonitas paintings flourisnecl in tne
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The name refers 1o a pdssace cfth
Bibie in Reveiohons, wr\ncnsé‘. 'vanr
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: Mch pecple (cue tneir PIEASUCES 10 |ife
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o?’m,A\sobﬂ IMPOMTGNT Of Wweakiny, and Ut 1+ Al
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emiNders of® time swen Gs a candle
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€ous stil ife painting cowy 160K off 1N
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CEZTNNE \S CONSIOA €A tNe %‘g\mest
OASTEr of the Post - Impres St
Movem et , olcn Borm _%'ew oy of ard
fgjecied 1 e ST\e of Frencm Innpless i
Cezanme cleved) s OOl STULE minien
RS Deen descaned aos aanteciucal

THIS MEGNE NIE oS extremeliyy analuncal
{0 NS PG 1CONSQOCLSIUG O Ccl mey -
1CQliL CIpEig Nty evegé sSunqie Bousnstioce
SO Ao foch Lmpact 4 e structical
ai=s1s 40 € averan ima W Ao
CEzZaNNE nas SOLNG NOLIC SEY e

FOr CUDISES  TOUVITS ancl avody € Ot
OOVEMENTS Nt vOuIld SPOC the Oexy
SEeVeral Qecaaes - He nas one Of +ne
MOOST (Nl entol armisis of alltine , ancl
IS CHGactenistic STyle nas nailed donn
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RENA|ISSANCE

'FLOWERS \N A noODEN VESSEL!
BY JAN BRUEGNEL THE ELDER
160k = 1O

T hegentes of photorealsm ancl
hyperrease Canbe taced bace
+6 Wre Dutch ard F leavshistll ife
aton of we (7' (emtuy Inne
17" cerhuiyshli Ife became an
oct formn itsel, espeaiallyintre
Net rerlands Frus ord Howeds
wWere Méncuiously Pmr\!,cdm
esemble the most luxuho us ABple
setuirgos Ife ke o5 posnie
Each opjectin these compostions
ae fthc’.O.»'.ly symoolic of ale
used to remind Hee venel ofthe
breviey of human Wfe. Nofthen
R e nav S<2wK€ ptses Pe pu(nﬂ*fcc‘
cti 11 e iconcarBpPny witn tned
flome: portogs Trhese poiotng©
(ose ve pu;m-r-,w(" 0 e ealy
17" (entuy, mwnen Nortrme
p(fau.u\n(r s glery
VO esinaly wecester] 0 cleating

reghshc studies of everyday ite™

DVTCH GOWDEN

'NANITAS - STIL LIFE !
BY PIETER CcLAESZ
2SS

These o LO0k LG (rteest
in detailled floral B 2 seep
fuckner witn Lneo Naaikas
PRANTNGS: VaNLDs panangs
floeunsned in tnhe Newnedands
N the cany 1" Century,
The neme (efecs ko B pRSSOE
of tne Bibie in Revelotons.
which Says: vanity of yamnes =
Ml e vaniey! The (dea was
thot propie 1ove thed plf'bSuw&
in life, the uunc!s thet mave “
them feel 'mpofl@ant or peakhy|
tncd yet & Bil medns notning
because kime Sopn POsses and
they die yanidas poictings ac |
inspired by memento Mot
These pieces often poir cut
floners with objects 1K human
Skulls , candles and overturned
homglasses Lo COmmMent on the
{wenmj notuce Of life. Venitos
pnmhm‘ﬁ alsc I1nclude others
symbols Such ©% musical
instrumentS , wine and bookS
to remind us Rxplickly of
the vaniky of worfdly
pleasuces and qoodq.

THE BASLET OF APPLES , (€22NNE, 1895
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VINTERIOR viTH PALET TE'
I BY GEORGES BRAOUE
F a4y 2

(‘lcac]es Braque and Paoio
Picasso claimed inay (czance
was ‘the fatner of them au'
These amusts (avented a
seyle of at caued ‘cuoism
They took (ezaanes tdea
frem act pointing \:h\nc);
in pecspective from one
point of vien, but from
Several points of view ;in
ord el to create S omething
more ornginal a0d efch«-vc
Ficasso painted numecous
sl hfe

LSTILL LIFE MITH GUVTAR!
8Y FABLO PL\CASSO
19 Y% 2

fSTILL LI\FE wiTH PALETTE!
BY ROY LICHTEMNSTEI®N

*CAMPRBELL SCUP cAN'

BY

PCP ART
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ANDY WARMHOL
19162

CONTEMPORARY ART

rBMG EGGT
BY TIALF SPARNAAY
2018

f-ro,cla‘ MANy Drises

PUt a cantemporacy

twist on kthe timeless
tradivon by paintng
still (ife of modern-day
food and objects in a
hypgrreaushc style |
Tnese Nnigh- clefininon
painbNqQs prove enat
even trme most mundand
objects can be made

INto masterpieces,

' YELLOW '
TobDD FOrRD
2011




The nyperceql paindnas “ne anisn

qrﬁetsshock tne s%r\ses r;a 9?.,,‘:'\ msupnc?c‘asne

ItemMS a new (ease life. it S

Norid +hat snines. H?f subject mm:.-rﬁ;? -

refiectve (n nature such As plashic - mrapped

£Toit, aluminium drilteans , glass marp) es or

candies in glAsSarS, posSess an Quca of

gIosSSy , SaNcHET pe N . Knienh are

g\efécmo-‘a;\xarepynh’cmedsi? nislarge scale
ol ise irngs. Fr

cam sski’..omego. var etp gf"‘c?eé?i‘d'é‘q SR>

3:2-?° S, deco ni

Ql alS0 work

ageccies )
{llustrator. He ?:1 e

studied art restormton in
Madnd, noreing on furnushi S, pQ(nﬁr\gs ard e — Dt
B S Roosat unill age B0 rhat he Enaty . TR TR
O oi iNMing and cegon +o € NS careec —~y 'z
s=chedl L Rl o gOuSE- ;QNS réijes on Hot Day M\ i3
€s to oeyond +he —N\ - .

N oo Q S

E‘;Obgm cm Q distinchive aestnehc
+hat S Nis alone. Inrerestingly, he admires a
~ae range of\gomemporo artsts not
becguse Eheir attacrme ;s o o
PArticulior seyies or 1deas, but couse
of tneir sty e,;,\d .'V\‘uud\m. &’impos
feels +hat Lum‘eﬂ Freud, Ric Estes,
'g:roncls B'o"cen, *é;torio L?peze,egg:gh Anish

CPooC all have s qual AChony
.'np*he.;r works. 9 g vir)

lubs ‘and restaumnts,

( ;

he title Hot Day Il
C.Io_rwe Isthe \d%oi:hcrk
it 's an uncomfortable

NNy doy hWhere peocple
' ?\:ed‘ﬂo dkv?in\:.( beﬂ'ev ,
Hnot (N s tmo%\eechpos s
has just bought Ahese
three Coke cans us tne
plashc bo% (S st Ehere,
as well as ifis stuck o
one of +he cans due 4o
conden  The cons are
on Q Very repiective
sSurface giving £he
iMmpPression +rey're _
floohng: This adds much |
rmore inricate derall and
compiex +0 th\S piéece .
;l“hfr\p\{ h:gdelibero\%
/Placedthe red can inHhe
centef of 4+ne image fof
Maximom effect. Furthermoe,
It appears more Brlliant aid
and brighter.

Four Appies and a Tin, 2018

The first Ahi(ng'| notice when | 1ook
Ot this piece (5 €he €N of food:
Thysiostantly remninds me' of
Andy erhoK Campbell Soupland .
how G+ resembled the mass- produced,
Printed advertisements. Campos|uses
a ?oo‘d choice of tomplemencany L
Colours - The warm reds and cool
greens help o create G simuHaNeouS contrast.Both col
brignter. By adding a black bock%r‘ound emphasises &he idea of
Mmaking theimage ‘more vibrark . The unusuol +hinqg that | notced
In +his piece s ¥nat the bonl the appies are (n,séems o be
\nverted - This could be 4o
Still life. The refiecion on +he
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QuUrs appear

) oon) IS very mMmguing as « VS difficutt
+0 figure oot wnat HI1S. Is 1+ a rindow or a doorwc.t...,? Ini most
+radvhonal still ife the bacrgrounds tend o be
focus +he viewers attention an the Suoject matkersHe ‘adheres
o +this well-¥normn fechnique and has brouw
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: : ;?"Apples ancl a Tl ln Nhis prece he USES q precise

i coloul Sgnpeme., consisnng o-F recl ang gfeen . tle onatenhes

the apples +o +tne €in colouc. | mwas intcuiged oy tnis ideqg

L and applied £ ¢ my artwork - For example, | usea’

L oranges and kangenmes O MCHCH € colcur of «ne Fama
As well as being fospired by Pedco Campos, | looved c
| arerd ‘s—H_u (iIFe arrsrs and aisctevecred Von~ Gognls

fc uelowers! had & cesemlbbglence 1qfiusing imited
coloUls . Tre Colour scheme of thnree Shades of gelian
demonmstrates LNt v« waS P0$$|b\e Lo Create an CMC&C}&
WIEL AuMEercus vanations of a single colour rTNoWLE any
loss of eloguence. For ¥he base of the colcur, | used
wWoHeccelour as \t 1S a qulck and efficient Eechnnique ko block
colour. Additicnally, ) wear ooto use Colouiing pencils ancla
wnike ipen o add more detail and precision.
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Hs e vie e gt and darct , whnich | akeomplished i
S & [ lastic Bag: Tis creaved ke vop ey [Coirner
" o reriect tne Lignd wWell, (N camparisen Lo tAhG ﬂ.Caht-
A§ ora - side wnefelikne geeen is idackec. | Was ias vred
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Sthil ! ( y
‘ Life Nr.th a Volume of Wither's
Emblemes’' 16906
By Egmo@ Collier active 1bb2- 1708
I ENRIS St -1ife painting the musical
Instruments , miNe jewels represent
“+he fleeting pleasures of life, while
+he SEUl and hour-cglass symbolise

+he (nevability of death.Tne open
bock SHows a breed poem

=

Cookmaid with St Life of
Vegetables and Frurkc ¢ 1620-5

cMmpnas sing the theme of martal .
By Nathaniel Bacon 1S8S-1627 The: Lotim C"}"SC”IP“O“ A (Eneitop | 8ft:
nNathanmiel Bacon did not paint f : LI ggrr\e( S s et
Ut AR i ~y : OK of ECCles(astes - 'Vanry) of vanmies
a seiled amorteur arkist The ‘ Ny | aibis vaniry!, Tnis 1s why sdch pictures’
Squge« mMOHter of «nis pictuce,
ac

are Encwn as vanties paintings - Vanitas” are cl

osely relat 1o
B onaid S U R s memento mori st ife wmcnqore artwork o
laviSh produce, (s more

S thaot remind the u;

o(‘-rﬁr\e SNOMNEsSs and Fragility of Iife (memento mor 1S a Lemm o
UsUQlly associated witn Duch pPhrase meanin ‘rermnember Uou must dic') and incl S
anq Flemisn ar SHill- Ife s_\_;ch as skulls and extinguished L e X | ude Symols
painhing as an independent life also include other symbolS sucn as mus,c-w|ve( NGRS SEStills
gende Or speciality ﬁrs-kflcu.sraj and LooKS 4o remind us exp\\ci-HLJ of tne Vomsk ‘g{;&fm(;heﬁ‘r‘s, wine
o s o plecsires ond goods' Bom' in h Nemner ) coiler Srved
umus\ducn T ERaran ho L | En_?vlwngc(l\ n|"_\ ‘:oQ?> to produce still-life paimmings (1Ke +vws+o slg:
penod ofid os50c\cne<fomgj wikh Bacom: wno may have been influenced = R glish market , ne died in London in 170k,
by pictures of AniS+ype cdunng his +ravels 1n e Low Countfies . Ever r :
\;?em depicred 1S knOWN 40 hale been growing \n England.Bacon himself -_l S elected section USING colourtng percis oN1opR of alcohol marrers
wos a keen %ordeﬁe( and Qren melo?? successftull on Nis sUffolk “:’ =
estate . Bacon shows a dishinctly Efglish scene — “«'\2 as i It's strargnt |
out of A sharespeqare's

elements, rep\Oc.r‘.Cj rhem with 0 ahistanrt views ef o forest. That
apsence. places Us 1n O pAmiive pre- christion BrQin, Wwnich 1S | ==
|
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comedies He nas removed tne oipucal {ﬁ:-.

ennhanced by tne radealised abundance of fruit. The mald even 100ES
e an aEress 1N Ccﬁumi_}' WATERCOLGUR
. p -
nhen | (st Q roached " N
s PQ\'I’\{(-\‘(\ ) Qﬁe grr 4
Galery | nonced nowvs
large + nOsS, So | stocd
Dacic 4o +ave «n alline
decail Looking gt Ane
Grtwore | mnoneed Yna
ne female F.c_,ufe was
smalle¢ cnanm Life-s\ze
Nomweuer tne vegetaples
+o +ne gt riede o fact
biggec snhan Iwfe-size
Hnao half of Tne rught-
ﬁ\or\ coOrNer, /Ror ot
clo e vegektables
11 out /4 s of e
gboce bt e comp‘”"‘omemc( et:;g g(“‘t
stacred up cleates an €SSTLT Corm.Tne
PUrAMIc wnich (S avely sva e wirnin
meilon im Nel nands \ FO"“?'OCId <0
tne pyf aroicial snhop€ of ne€ S
Lnhere s an ntamacy tY\Or\l \S =
ot edllbevneen the £eMACIQn
+ne fourt anad veg-The armst

! ‘ ; 7 = e b «

o placed tne vegetdles \ z | stacced off by cre

Ve ot of Nec on b\q e scale
10 present o £trmis 13 ene

a 72 -dimensional
‘O\:je( vwith maorkecs +tnisS was EOSLj to

blend £n€ colouf(sS quickly ancl

pamary sulsject as well as | _ efFiciently. | tnen proceededlonto

R £ roming +he woman, S ; adding tone and texture using

| Tre® are cormour AlngsEUS edIED e O e - Coloufing pencus- Personally | thunk

\ s epecate forms . For examPie,; Ene bnck wall separann 5 - s came ac sS as foo

tine {orc round of vecjeﬂ:‘btei £rom tne backegou . tne coloufr CUC (O : A
Of clouds. 1, w%?\o'mg\emto'}en itg:_‘ccf vg’ gvr\\edné‘-v"\\e A ' Vibront and hUuedl (n Companson mikn
?}:&?é?&fow erail O eCISTOn, THese Colours CoNTast "l *’h»ec?“ inal pantsing. | would conside(
Wi+ +he dull colours G'g)b(OWf\ and grey in +ne .@ | m\?)_ rening 1o nave more of @ moedem
btk wan and backqround: The beawiiful rendedng .CoDuUr palette 1n cont(ast +o a 4raditional

TG eranies cind the soncoth brusnnwores mave i) ’l“ Wy H=oRE i \

E{(.\;fﬁ,-cr«ee‘qoff tHhnhe \:O(\ ety Of ‘rextures nwitnin t+the { d s ‘\Pe pO\ﬁ‘O s nele A€ co) O‘\st e uP Q-f»d sec“:t?ﬁc

MARKER 0 Qg - are gute cull ana Mldted). ‘ POt LRSS )
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oole

Strnking and bold, many of Cyntnia Poole’s
PAirtings take as their subjeck food packaging,
Sweet wrappers, ancl chocolate bars that ten
contain d warm nostalgia for £he 70s and gos
confettiongry « Liking ehéir vivicl colodl an
Striclent compeﬁfiver\ess, she explores now
they complete and clash, and complement one
anctber. Fach one has been cdesigned +o dran
ctention 4o iself, but +ogether they Mmake a ¢
glOricus sty \ife. The mixed responses of nostalgia,
hunged, and Mmagbe guikc dhat can anse feomn
these objects are Lransformed on tre canvas Imto
Lhe carmival aspect of consumer clirure . Cynnia
Poole examines the formas, sufaces, and sichage
Of everyday ebjects in dneir normmal comtexts and
enVironmMentS , Sine prefers opjects that are plain
and functignal with forms tnat are not disfigured
by decorq-ﬁb‘mThe rood products she depgds =
a «in of beans and a boHie of viDEgar are mass—
Market consume( items, recognisgble to everysne .
. She seeps Qut brands tnak are farmiliar,
C.Oﬁke_mpor'o(% )‘CAﬁd \‘COhiC-She SQ\dS Enot labels
Should not be too seif - conscicus,archaiC or
decorctive s Cyninia Poocle s interested in ways
of composiag tne painting : 0 pfoporaicnal
syskems or\cl (N fundamenkal geomerriC for ms,
an intefest whith wWas trggered by her ;
architectural researches. Her Works ofcen s€em
Composed ko Incorporore e migimum amousre |
Of (nformakion needed ko \Gie_‘:““:*gj C‘"‘C«o)b)e_i" L
cind e Compositional possm»\xtxg of ;:_pu S| 1
the tmage iMoo st Eo absSTTRESon ) o R
approach o piGtonial ©6Manis ation thak (s gl
Sugoested By the use of the camer v9oo\§ fln
seill ife appealing partly because domestic
objects are r\‘ch\\j {nformarrive abouk ther
pictorially absent oWners - She adores +ne
Smdeg’c objects andl camival coloucs
ever ay things talliowur ry  iheR
urboﬁn e?v'l‘ronn?e% &md 4 ?t?DU.S“—_j competitive
o OCE . ebrates them

N hec
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A

ne vivid colour ond stidect
Compeﬂﬁvoess of the WG pRers
\Mr\gues Me. These objec-kf:
dfe nomally perceived ois
5(300%8‘3&&_ thekj MagKe uP
much of «ne visual faprc

of ComtempPorary hfe. Thelc
uncacknorniedaed beaucy

and vibrancy add o
carnmival aspect +o the world
of &nhe cormer S hop.

fFee Cnis P’
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eheic vivicl colod

imr\q

She  explores tne wock of Giorgo
Morandi in ner recert nocres , £e
(eSpOmd O the compositional elemen<S
Morandi Smploys and it provides a
Cailm BoEEiee e ee GOl pieces.

Shsi bings S iy dies co ©9C
2 - Century mitkth her cnowce of roadecn
CSbhjecfs Mo@ndidigaao- |1964%) was an

It alian paintel and cirermaker nno
spec\‘o\\‘sed tey st life s paintinos acre
~oted Ffor Kheir tonal s«—uo\?J co depicang
SuMmple Subjeces , Nihich were Iimited
oiinly ©O vases bortles. bonis, £1owess
arnd landscapPes. Poole 1S pocticolarty
raken by e distincHive way ne
o el oojeCctS and the Umpact S
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After researcning Cyntnia Pocle’s artwork . | was (ntaqued
by her corne( snop Sweets phich inspired me to cceake O
Similar piece - [n sy life,objects tend tc nave o deepec
MEANING tnerefore | chose SWeets tnat represented my
childhocd - Siweets , thol when | ok ak them I’ (eminded

Of aul tne rime< | would be so  excited just ko go ro khe

carner shep after school- ris sart of ‘a £lashpack vnot imakes
ME (eAliS how £Ast time goes by.
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Audriey Flack \s an American pioneer % .
(= pnhotoreansm and o l‘-O\\((\O\[V
recogmised pointer and scuipror whose | ¢ ;

choile of subject matter acdec a
sociopoltical dimension to the Phnoto
(ecilist movement - SNe was one of tnhe
firest acisysS vto Use a projection of-a
photograph s an ad to p(‘uh\\!\q : P
Flatk was an abstract tmpressionist ' v Y lFghose L0, SVUOY . o
i 3 < great example of one of
pPainter, tnen duning the late I950¢ TS SIYSRISIQ LY - od erm stvi\\ 1ife, yex
she recreatec from Ene Abstroct — ) | 8 Fiicst arristsoEoncreace m X rao e dorie
EXpressionist aesthetic ; wnicn sne feft aid not . ¢\ 14+ 1S wvis\ble tnot hef Pn‘r\x\ht;‘)x \ (_\:e”\»-os
communicate effectively or Cleacdly wiktn viewers - J : Y . ‘ etements Lhat dont 1ok Ads mMoae Ll
Trod realisgtion marked ‘an (mpotkam  turnuaq ~ \ \ ‘oM / Pecdio Campos anc Cyntma Poe«@g\ af ru"p\
PeINt 1 her_artiste lcaceer. Sne wenk on to P‘L“"“ o = A — ¥ s clear tnot someliaf hec Work Was Bewi 2
Nyper- realshiC POINEINGS ,in & time whece people R ‘ . inspired by Vaaitas PainxiNgs Twne V\‘Gl‘d vanito
\"-«”j‘-\ wom hypercealism  The term hypeor- realism 3 v (i 12 Lovvey for vame \,' and tne paltncin \.t\fe 9
appeared «n the early \970¢ to descoibe i i e . | 'i“ . 1 SyMBONC WOrE of aft showin Lwne tfdnscience
|:7:.,k‘...t|c.ru- .(1 (L’u‘.»l('g:lk‘”\\.’ NLgh fFidenty cealism / : = ‘ ] 1 C-f' nee ., e e fuhun‘ of P\(-Og\,((a y and ene
-\ (\.i"',t(\,.uv' ancl p(mn\r\(:‘_, at Anat tvme. Sne £ ; ; 1 d vk A e (cvto-f\t\} Of deat | of‘.e,\ conyrasying Sympols
mer efome Iinteresced 2 . » - T ~

'O pnerography and - ot A ; _ of wealtn and symbois of epnemeralty and

Audry ey Fiace pbecauvse
erme

RaIinting new subject mattecs. As the only woman
AMist 10 the groeundbrearning Photoreal st
movement , she broee Ene \_r.v.qf\lltﬁ coae Of
acceprabi¢ SUBjEct matted Phicrorealists potﬂth
cars, MmotorCy cies and empty sStoeel scenes

Cool , unemctional and Bandl Were the kterms
USEd YO descnpe the movement. Her work,
NOWEVEY, Wwas nhumaonist ;) emononal c_n_ﬁd fnletl
Witk refefennol sSymbohd vmaaqQers Inese
WOorvsS were attacked and berate For Eneir
feminist (enternt but this ven same ©ype (‘f
cubject matter has found 1ES way 1 AvC

L€ moinstream

Invocation, \S982
Cil ©on Canvas

Fo“‘t une,

7‘7 O on
INVAS over aceyie

Audrey Flace ;s Cranel, \STY
oW on Canvnas

M IS ameng the most significant plece
N 'S e Erlal” opject S maoyh layeced symbond
NAS the possibiiivies of tnese nisyofical enres
i form and comtent. Influenced by tne
Gy Puich S+l I'fe paimters Fiace
nobextures and Colouss Oof tne pnysSical
Iy pocked depichions of (llusignishic - renderved
L VanitQs plainting ., Maniyn Serves as
editation on the e, deatn and ceilenity of
4+ \ncludes (enventional vantas symbols . an
candle , S wel as moclern ones a pnoregiapn
NNk tis 1s o gfear way Fo 1€ botn oid
L alsc notficed tne positioning
\ooks GS ¢ It wece be.r\C)

B

Audiey Flack, Energy /ﬂppn:"x
W o Canugs Q8o
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Brinkwortn was Dorn i 977 She nas awaus been
captivated by the boovs sne read and e StO(\€es sne
NGAS BEEN 10Tl An artist |nsicle of e« LEeSON 40 show UP
VEIY COrY , QS SNE W(ote taleS Of ner oneY, InsSpited B
ne¢ "love M and ws \magecy and narfanye R(\r.bf-ﬂ-.érms
cemled O nell-compasect [t;olrém‘qs and dramngs offered
Q uNique n\momc(Pr‘cs\s TO +Ne priotograpnic wf‘.e‘c ey of
cammemal omeaucts Hec ail Par \x\(\qg ecim 10 uNdlegmne + e
aavertisin 1an Uocze ’ k,(LH”\CJ the fonerl of commMmon mass
products + .Cl Q cean Paraddx and senc +re messaae
Qbout tTNe mporcance Sf ornginalimy and sir L'lorn\J (L
oGogS woricl aOiINAWY Inspired by the fiimn sCenes. “Kate

1}

T O O Wy Wy

nnekwvwormm en €S NTC ownN 1deas ana sets UR Miec onn
Scenes, with a P Oof her found objects' colection By
or of"uSu'\Cj SUCH 1teMsS ke dice , insecis, camers , |ete(s of
PAPES , +n'€ OrmMsSt creates hel onwn st LEe, someames
empnos\s\nc] Q cean oDR)ect (N odec 1o QN A focal oIt |0
EQch of ver playful scenes This talent artst and ner
odeg'« nand and orP(eose feennique veep skifolly cecewing
Q ViEnvE(s PECEPNOfl Wit €ach of her PIOUfFUl Scenes im o
compelling pnotorealist paintings  kate s Particuiariy (nspired
o] effecis created enrouah EXPENMENtaHON With Fflc LS, as she
e il POTRGMAPNS net 'SHill ULfe'S' nrn vanous shutter
speeds ,%E\ero 8

Nngles and l.ght‘m(‘j 10 Find +ne optrimum
C OMPOSiHon

- AL gA .b.oé'rd..
L0 PRI N ol

chose YO
Cop Y knis .\T\C'Cj('
as | \wred eEne
Way the blue
SPpifal was vib(ant
and smarp in
contsrask o £ne€
fed iy
va C¥ Cj‘ C\,Al'\d

Althougyy She
£y pically uses ol
Paings \ ¢ hoS®
te uge colovriing
pencil\s as €nis

v My MOoSt
s r
s )i J ‘:O' My OwWn pLece {

" e :;J F LA™ \,-\‘\f;lf some 0‘- "\\"‘
‘.C\"‘-\)"tc Sweexg

as c,b7e(t5 \
wanteg to nave
Q simlar Colour
Scheme of blues
and (eds Thne
yikiancy of €ne
Jelow ploduces kg
came (mpack QS thne

i ol ol

¥
‘4 bluwe Spiral
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‘ Expe(ime n‘c\'r\(ﬂ Wit h c\t’ﬁ‘erer\’c ;
}ma’criq\ th at cceatre :

e Cef \ection

v biodegra dable
p\c;sh'c

e e i

§) e\ fecyclable
.\4/ ""“;?*(.i plastic

When lighnt hits
Ehese® matecvals,
I no4vCed Ehey aill
Prodwvuce different
ref lectrions.

non-fccyc!ob\Q
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DEVELOPING
+ CHOOSING
THE FINAL
PHOTO
COMPOSITION

®

il

| fas! (rﬂ.rt(_]ued as, €o
o theE v:ughunq; Qnd
‘ reflectron changed inhen
\ moved +ne camera.
i anted ‘'my T.ocal patts
corbe the silues coke can,
\f;ence tne posm'Om'nq (Yo
erwe rdale- | used tne
cule of Hnirds to create
eHLS icdeas Afrec ran gy
pr\oﬁcqropnq‘ | fimally :
found +be funal compositen
i wanted/ F0 ccegted
1" emOS5e t‘.\ﬁt'ﬁ L'mClge
; because | lilcedad non
erhe cans hNecglin, O
Laineac form: liwe decided
g0 «drars tnis prece oMo
AZ o trtenstfy tne
ob‘)ecf§

M
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The ,PCmPfio«mor\'vwm*“
Syill I'fes & v\'t-c:(\ as 2t/
Snapes tne uiewer's
expedence.of she artwork,
Trerefore, I toor Sederal
protographns from different
angles to Greake vagtous
‘effecks and moods’
| anced tol creace. o
cComMpPoOsTien” ROt wasy
ceve - CO{—_Chur‘\q and calmwng -

c

3

tried angles rom: abave
cand belon wnithn gave.d
' reodern twist on " skitiLife
composttion, as tfqd\ﬁo'ﬂolly
the (mage ‘S alwoys
taken fromd +neifromt,;
directly facing kEnhe objects.
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lnspiration +

. L] -
Positionin g
One of the point\'r\qg
that i‘nSP\'red me
Ao Ko Y F S
WNAS “Hox Day 4y,
INtligued by ine
he arranged tne
a linear
q_\.\\'te Q
tio Nal

' ' Aormally e ar
qre (n vVarious positions - Hi's Work has g 20
view point is face on, wnich makes (£ seem «
Perspective /n comparison to olqec sStill g
tendS to be anybtning but face on, to ada Perspecxive.
The coca-cola l'con I's one of ke moskt famous brands chat
has |asted over q centucy, ¥ o),
it is a beverage that ) 5
many people enjoy- | thoug
Q Coke can would be an
appropriate Object to
Tepresent the 2 1% ey,
but it stil has an essence
Of traditional still life.
lused tne cule of thirds
to creatce my composition,
as it achnieved' an
fnteresting, pleasing and
dynamic arrangement .

Ene most
Campos’ work

Wa\l
cans (np
form) it adds
mMmodern Sfeeck
St life mnere
rangment of the ob
effect because +
hat thnere s no
€ nhere tne viewpoint

oNn xradi

Jects
ne

)

L 4

Oil Pastels

-

EXPERIMENTING WITH MEDIA

The oit pastels were © quick and efficient way to
9et colour down however I+ was quite hard to be
precise due to the size Of tEne pastels- | also seru
as | had +o press hard +0 blend the Colours, causy
€Ene pascels o snap- |
€his

33\ed
s
knew from this maoment tnhat
mMmedium wouldnt be the ane for my fiYnal piece.
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Althougn ine Colouring pencils took lonqer ,there

wWas a lot more control and ronae Of colours . |

F- Felt congident with thnis media and knew tnis wouwd
F—" be io_\, chosen medium.
t - .

'EI Colouring Pencils
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of s+ill life - Throughout
s+ill (Ife, the differenkt
NAYs arrists use light adds
mood,; gives context and
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CONCLUSTON

T h(oughout my crirical studies fesearch and
caaminq a deepef undecstonding of the thought process
behind hyper-(ealistic St nfe, | was able to create my
final piece . Tyne objectis that are chosen In a st
Wfe panting ofren nave o special meaning, either on q
personal, cultural, societal, of relwgious level: T he themes

surrounding thnhe actwork ofken provorke \r\.—t—rospec*ﬁ’on
and reflection 'n the viewe( . The wWay objects ace

dep\'ﬁed can evoke g wide variety of emmotions
depending on theif grrangement , as vwelnras Cere
\ighting ar~d colour choice . Taking t\m.s
\ quned RS eheonyl oy o Com p exizde o s (Tion .

Firsxly, the thcee core cans as, by the cndiiohiEhs
DG SR Cen U\ HIRT RS objec—&% dep\c\*ed 1t ST _\\fe
composions were exhalted as a commoiditySaac
(ecognised {£o¢ their commeccialism Such as ¥n Pop
Art and Phnotorealism movements. Therefore , £to me
Core cans are \'comc objeots, they arfe o famous
brond that hove \asted over o Century, enjoyed

by many people woadnide.\ n My Composition

the Centl€ can represents my mMmother, whitst the two
red cons represent My sistec and |, no gaps as
We are Yery close to one anoxrner. The chaing
Symbbolise foamily bonds and Uy s\no,,\,”\(a e

are€ a stong family unic, SUPPOrting one armorrner
£t rough trne upsS and downs of Ivfe;, wihich P&e\g
exien PROTEEE ST OOMERIny e ticlnaat pPondemic .

Tihe dicvocmcibioice) o s i famiyy heiricom
PoSSed dovwvyy mMmother o o\cnu%ht&( for 9eme)ro+\‘or\s
I+ Possesses @ good \uck charm to it A :
wWWho 'S \n ons:essvor\ of k. Wwhen o\ec\‘d\‘rxa Ehe objec
and compositional arfangements to shown neyy L
Hypec-reaqlisfic st WFe person al |'r\,\.eg-\—\‘<3q+\~o“
to realise vrow {or my yevrney has leq me-‘As

asS | wnave cnhoSen '\ﬁ'\c‘gerq S oic L o6 e c-r\cihﬁuch
aeeply emo-h'or\q\' connNnection, | ar h\‘gh\\, e <
will affect wenwers emorions gs they begén o
tnelr own PEfSonal Connections to % my P\'eceform
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SECOND FINAL PIECE

DEVELOPMENT

) KATHARINE MORL]

1

'— A
For my Seconcl final piece, |\ wantecd to creqee ¥y : 3 | e YV L A & \
Somernin Quire aiffecem “(CIY. My first final y b 1S | Rl [ \ ¥ | l‘ﬁll
PIECE \S full of colour and objects , in a way r e T ‘ - 3 hhl :

/ | wonred {0 revecse tus jdea and tave tne
\
\v
\

COlouUr ou+t ana JL-\‘\_ va(\_(. N wne (‘C(m c,r - | \ \ \‘ s

e CDject , by ¢« cating 5,(‘0’\('{!'\\(\("1 out (\f (‘\O\I T oo ‘""””” 1
| WOS instantly reminded Of the artist katnarine e “ ] ".',"
i

Nt(‘\l:'\q SWhe IS a ceramic artist, wno creaxes = '
SCMIPYUresS thot can be descaibed ag 2 -dimensional
adrawings . Eacn pi€ce, on e Surface 1t’'s an
INAnmMmot e ct-)‘-'(\ Dut 1 & NGS been c"vt’r\
layers of emcrion and Embedded with stories

\ Her work FEPrESENntsS her Innec searcha » Shovun
c\nwrn-ul\’ N domestic and Lncanny scenes
Qdmireé (ne -\.C\\} EVMme mMmonocnro manmc que\te
pProvides a biany SIate an wnich tne viewer
Can QxPlOore tneir own ™memornies , evoking hu:)m\,
Personal responses

| toock tne image for
My own I'n the style of
Cyntnia Poole anc
aclczpac—-q HoIMmo Ewe
|Style of tatharine
Morhing | chose ko
cligitally cram over tre
IMmage to proaduce cne
Sami simple effece |
found this method a lok

easiel as \ could 2eom \'n
AQnd create \ayers.
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Clayy Pot

Tne Colour pink IS the uyniversal 1ove of aneself
and ockxners. Pink represents friendsynip, affection . hacmony
ancdc \nner pARGEENR N & Ny \ painted just the inside pinK,
to repYesent My positive attributes. The outside vs blacy,
symbolising the evil and cdare kimes that ’ve faced in life.
The Colour Can evoke emotions such AdS Sadness and anger .
Trhe cnains add onto this Vdea of bfeing tied down and
trhere 'S Nnor much tnat can ke done about Ene s ituation
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| flattened a piece of Cclay, Lvsin a rollvhg Py | Enen
cui £he slab intoc a civcle for tne base. | preparedc clay

couds by heanel), £hen crossS—hatched the S\ab and coil,

l ayering €he £yst collfan tap. | pusheditine Feoll iRIRoNH
fn10 the slab - | pincnhed anc scraped twhe Coil wkin my
finge(s into the Slab - After | smoothec ke outside
LSing a ri, | pltaced the mnext \ayer of Coil, p\'ﬁched
cnd smoothed 1t INnto previous laye(s. | kept cn adding.
covlS ko create lVayeis. To widen the middie of the oot
\ used longec thvecker coilS and placed them furkher
CUt. Finally, | smoockthed the whole pot ocut £o wy

pe.







Intraduciion

Thera's a comman misparceplion thal hyper-realistic still life = nol considared as ‘real arl’.
These pieces are often derided for offering nothing beyond what a pholograph or a digital
image could offer, bayond the display of technical skill of an artist. Based upon that nolion,
hyperreals] arlisls are somelmes dismissed as paintless, but nod all arl musl have an
arlestic point of any Kind for hal matter. Artisks such as Padro Campos, Cynthia Poole, and
Jason de Graal prove this concepl to be wrong, due o their prodigious level of skill lo
ghsanve objecls and apply what thay sea wilh such microscopic pression. Additicnally,
thesa artisls stnve lo achiewve a differant pictorial desgn ovaerall, by incorporaling an
alament thal might nod be hera in reality, producing thair work bo be indistinguishable from
phcdegraphs.

Widhin modern piecas of still Ife, many of these arlists incorporate techngues from
traditicnal sl life artists. Bul what ware the driving influarces bahind thase modarn still life

arlworks? How did hyper-realistic st life evalve’? Whana did it originale from?

This ganra of arl has been popular across movarmenis, cullures, and pariods, wilh mapor

figures ke Paul Cézanne and Pablo Picasso sharing the Impressionist artist's view. Still

lifee arl is nol a new concepl, it has been around for cerlures, as the first still life
paintings and carvings can be traced back o Ancienl Egypt. The Egyplians crealed still
life with axceptionally delailed scenes of avenyday life. The firsl pece to have baean
generally considered sbll life stared in 1304 by Jacobo de'Barbari, an ltalian painter.
Mowing onla  the Renaissance parnod arlists popularised sifl e iconagraphy with their
flowar paintings. Dulch Gokden Age arlisls loox this interast in delailed foral ar a slep
furtbvar with their Vanitas painlngs. In many medern ard movarmeants still lifte remained a
popular  feature. For  instance, Vincenl wvan  Gogh's ‘Sunflowers’.  When
Past-imprassonism came  around, Cubist mastens Pablo Picasso and Georges Bragque
arnd Pop Al pionear Roy  Lichienstain also favoured averyday consumerism objecls,
fravm bowis of fruil o technological inventions. This then proceeded onlo conlemponany
arl, what we know loday as hyper-realstic stil e, Thase high-definition paintings prove




that even the most mundane objecls in our ordinary ives can be transformed into
maslerpieces. Many of these techniques and subject compesitons are showcased in
hyper-realistic still life today, as a symbo! for how still life has stayed alive for thousands

of years.

While the still Ife genre of the Gokden Age of Dutch and Flemish culture overflowed with
the jewellery, skulls, watches, and dying flowers as metaphors for the brevity of life in the
face of shallow excess, the symbolism, and aesthelics of these classic works inform
contemperary artists who now carry forward similar themes from their crealive forebears.
Contemporary arlisls across all media have reimagined the traditional stll life with fresh
eyes, all while maintaining focus on the everyday objects. Pedro Campos is a prime

example of this.

Pedro Campos, Four Apples and a Tin, Oil on Canvas, (2018)

He uses a suilable choice of complemenlary colours. The warm reds and cool greens help
lo create a simullaneous contrast. Bolh colours appear brighter. In mosl traditional still life
the backgrounds tend to be darx/plain lo focus the viewer's atlention on the subject malier.
He adheres o this well-known technique and has broughl i into his work. The black

background emphasises the idea of the objects looking more vibrant. The detail in the

apples makes them appear glossy and ripe. Both the graphic design of the tin and its

sirmple cylindrical shape craale a stark confrast wilh the apples. This powerul juxlaposition
i% a madem interpretation of traditonal still Ife. The unusual thing thal | noticed in this
prace i lhat 1he bowd in which the apples are is inverted inwards. This could be to differ
fraem the bowis by pically drawn in stifl lile, The reflection on the bowl 15 intriguing as il is
challenging to figure oul what il . Coukd it be a window or a dooreay™? The curvad lines
wilhin the bowl and applas suggest a sense of comforl and ease, ralating 1o the natural
world, Tha horizantal lines within the Bin create a fesing of slability and calmness, Campos
has a tremendous amount of skill 1o creals 1He illusion of tha third dimension, as the
painting = anly 2-dimensional. From the overlapping of the objects, | can inlerprel thal tha
tin is the furthest away in contrasi Lo the apple and bowl. This imphas thal Pedre Campos
has used lechnigues (o craale the iflusion that thers i5 a space batwean them when in
realily they are painied onto a flat surface. The wuse of a gradual transifion m value conveys
the surface as genlly roundad with a soff adge. The beaulilul rendering dapicts tha textura
lo be smooth and elortless.

VWhean | looked al the pieca "Four Apples and a Tin®, he first thing | noliced was the tin of
facd. Instanthy | was raminded of Andy Warhol's Campbeall Soup and how it resemblas the
mass-produced, prinfed adverksameants. Warhol was one of tha first proponents of Pop
Art. The Pap Al mevament redefined the maaning of siill life arl. | assume Andy Warkho!
chase to draw the Campbell Soup because of its compalling graphic design within the
label itsalf. His 32 Campbell's Soup Cans is considersd the most famous still-life
maslerpiace of the modarn ara. With this work, Warhal linked both classic lechnigues such
a5 painting and drawing, wilh advanced processes. Al the time il was first displayed. it
caused immeanse conbroversies, some cenbcs quastioning Warhol's arlistic mobve and
danying that his work had any real value as arl. Pedro Campos’ referance to the Campball

Soup lin portrays his admiration for Andy Warhol's work




R

Andy Warhol, 32 Campbell's Scup, Painting, {1962)

A still life is a work of arl depicling mostly inanimate subject maller, typically commonplace
objecls, such as apples. They have been used in still Ife for thousands of years and teday
are slill as popular, as seen in Pedro Campos’ work. Still life has remained a popular
fealure in many modern art movermnents. |t made its major modern debut during the Post
Impressionist pernod when Paul Cézanne painted a famous series of still life featuring
apples, wine boties, and waler jugs resting on tabletops. In these paintings, Cézanne
plays with perspective and flaltened surfaces to show the same arrangement from multiple
angles al once. Me achieved this by emphasising each object rather than the scene as a
whole, culminaling in eye-calching, off-kilter compositions. This principle of distortion
played a dominant role in Cubism laler leading onto contemporary art. Cézanne's
paintings are also characterised by a recognisable colour paletle. While many of his early
works are rendered in sormnbre fones, he eventually adoptled a preference for planes of
saturated hues. The use of saturated hues is a technigue that has been broughl into
hyper-realistic still life. For example, we can see in Campos’ work that he uses rich tones

of red and green o make lhe colours pop out the piece as well as adding more value.

Additionally, Cézanne often rejected realistic portrayals of space in favour of more crealive

compositions. This is particularly evident in his stil-life depiclions, such as The Basket of
Apples.

Paul Cézanne, The Baskel of Apples, {18395)

In the piece ‘Four Apples and a Tin', Campos uses a precise colour scheme, consisting of
red and green, as well as malching three of the apples o the tin. Taking this as a cue, |
applied this idea to my own piece. | chose tangerines and cranges o match the Fanta
bottie. | wanled to keep the composition of the objects the same, therefore keeping the
bottie in the background and the fruit in the foreground would achieve thal. For thousands
of years, a black background has been popular among still life. It focuses the viewer
specifically on the cbjecls. | developed this idea by editing the background of my
photograph. Instantly, | concentrated on the objects rather than what was going on

behind themn. Il also makes the bollle and fruit appear brighter and hued.

Sltudent Photography




As well as being inspired by Pedro Campos, | wanled to look al a traditional still-life artist.
Vincent Van Gogh had an extraordinary skill to paint the incredible piece 'Sunflowers' with
limited use of colours. Only using three shades of yellow proves that il is possible o creale
an image with numerous variations of a simgle colour without any loss of eloguence. |

incorporated this technique by using mainly a range of different cranges.
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Vincent Van Gogh, Sunflowers, Oil on canvas, (1888)

Cynthia Poole is another contemporary artist who examines the forms, surfaces, and
signage of everyday objects in their normal contexls and environments. She uses objects
that are plain and functional with forms that are nol distinguished by decoration. It is
evident in Cynthia Poole's still life experimentations ‘Deliberale Arrangements’ and
‘Metafisica’ Ihal she was inspired by the curiously permanent, eternal feel of the way
Morandi arranges his subjecls and a variety of technigues that were pul into place 1o

generate his intriguing works.

Cynthia Poole, 'Metafisica I'(2015), 'Melafisica

I'(2016), 76 x 76 cm, Acrylic on canvas

Merandi was briefly a melaphysical painter loo, and there is an overlap in atlitude between
himself and Cynthia Poole. The most striking thing about Morandi's still life paintings is the
way they look as if they mighl be landscapes, or buildings, or people on the shore. This is
partly because he ofien uses a very elevaticnal view, and partly because the dusty colours
have a vagueness thal lets in various inlerpretations. The compositional lechnigues that
inspire Cynthia Poole are his habil of cluslering everylhing in the centre of an emply plane,
or shore, or alternalely, arranging he objects in a row, parallel to the picture plane.
Somelimes he allows the side edge of the table lo appear, thus fixing the scene as a still
life; in these cases, objects may be balanced precariously on the edge. Cynthia Poole
explores these aspecls but with her own choice of conlemporary objectls. Morandi's
paintings consist of very few objects thal look as if they're on dusly grounds. They're
viewed from a very horizontal angle which gives it the guality of being personages in a

landscape.

Giorgio Morandi, ‘Natura Morta’, Qil Paint on canvas, {1846)




Jason de Graaf brings objects fo life with his tremendous skill of painting light and
reflection. Mis painlings are about slaging an alternate reality, creating the illusion of
realism on the painted surface while filtering it to express his unique vision. Though his
painlings may appear as realistic as a photo, his goal is not {o reproduce or document
faithfully what he sees one hundred per cent, but to create an illusion of depth, volume,
and a sense of prasence not found in pholographs. He tries to use objects as a method of
expression, 1o tell a story, or hint at something beyond whal is painted. Therefore he tries
lo choose subjects thal have meaning te him or are arlefacts from his life. Jason de Graaf
chooses colours and compositions intuilively to imbue his paintings with a sense of
mystery and mood. He focuses on every exlreme delail 1o creale realistic depth in layers

of crisp refleclions.

Jason de Graal, Heliocentric’, Acrylic on canvas

Initially looking at this piece | am drawn o the reflections of the blue sky. Having a range of
neulral colours surrounded by a light blue produces a calming effect. Light blue can be
associaled with heallh, healing, and tranguillity which could potentially be a hidden
meaning he s trying 1o convey. Typically objects in the foreground tend lo be bigger in
comparison to those in the back, yel here the lypical perspectlive has been reversed. |
think this is a way of adding a modern effect on still life. In ancient times, it was believed
thal a person's soul was contained in their reflecton. Reflective materials such as foil,

glass and mirrors have been included in a variely of still life paintings throughout history.

They can represent either truth and self-assurance or vanily and distortion. For Jason De

Graal, glass objects and surfaces present an opporlunily te skilfully render the complex

visual effects of transparency and reflecton.

Jason De Graalf, "Untitled’- Self Pertrait M.C Escher, 'Hand with Reflecting Sphere’, (1935)

Itis distincl that there are many similarities within these two pieces, the most prominent
being he glass ball showing the reflection. Nonetheless, Jason de Graaf has placed the
ball onto an M.C.Escher book and placed himself in the corner rather 1han holding it. Upon
looking closer at this piece | noticed thal the image he is painting is the actual image iself.
Known as The Droste effect il is a visual example of infinity, complexily and recursion.
Here M.C.Escher tribules are cerlainly visible.

Conclusion

Throughoul my critical studies research and gaining a deeper understanding of the thought
process behind hyper-realistic still iife, | proceeded in developing my final piece. The
cbjecls that are chosen in a still Iife painting often have a special meaning, eitheron a
personal, cultural, societal, or religious level. The themes surrounding the artwork often
provoke inlrospection and reflection in the viewer. The way cbjects are depicled can evoxe
a wide variety of emotions, depending on their arrangerment, as well as the lighting and

colour choice. Taking this intc consideration | applied this theory lo my own composition.




Firstly, the three coke cans as, by the end of the 20th cenlury, 1he objects depicted in still
life compositions were exalted as a commodily and recognised for their commercialism
such as in Pop Art and Photorealism movements. Therefore, o me coke cans are iconic
ubjecls, they are a famous brand thal has lasled over a century, enjoyec by many
people worldwide. In my composition, the centre can represents my molher, whilst

the two red cans represent my sisler and me, no gaps as we are very close (o one

anociher.

Student Primary Photograph

Nexl, you can see chains and diamond jewellery. The chains symbolise family bonds and
unity, showing we are a strong family unit, supporting one another through the ups and
downs of life, which feels even more symbolic in the current pandemic. The diamond
bracelel is a family heifloom, passed down mother o daughter for generations. We feel it

possesses a good luck charm fo the person who is in pessession of it.

When deciding the objects and compositional arrangements lo show my Hyper-realistic

still life personal investigation, | began to realise how far my journey has led me. As much
as | have chosen imagery symbolic to me and a deeply emolional connection, | am highly
aware it will affect viewers' emotions as they begin to form heir own personal connections

to the piece.

Student Final Piece, Colour pancil, 2021

Lighting and reflection is a vilal part of still life compositions. Throughout still life, many
arbists such as Jason De Graaf use lighl te add mood, give conlext and provide interest.
Wanling 1o incorporate this lechnigue into my piece | used natural and artificial light to give
it greater depth. The chains were another way of showcasing a hidden meaning

through objects. Consisting of circles that are linked together, the chains indicate

there's no beginning and no end, just like everything in the world that is eternal.

I've learnt that hyper-realistic still life wouldn't be whalt it is now if it weren't for different

artisls breaking the rules of traditional subject matlters. Over tme the addition of new

era objecls has contributed to the creation of modern slill life, as everyday objects

have evolved due to pop culture and manufaciured products.

The magic of hyper-realistic still life is that it can show a new way of looking at the ordinary
objects around us. The beauly of it is thal once they are placed inlo a specific arrangement
and then caplured in a variety of mediums, the objects take on a whole new meaning.
They are imbued with a life beyond the ordinary where their existence becomes recorded
in time. The compositions of still life serve as a symbol for stories that deserve lo be

recounted and preserved, with deep emolional connecltions.
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