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Performance
Level

@
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AO1
Develop

14

AO2

Explore and
Select

14

AO3
Record

14

AO4
Realise

14

Total
out of 90

Personal
Study

14

70



PERFORMANCE Level 1 Level 2 Level 3 Level 4 Level 5 Level 6
CALCULATOR
A LEVEL LIMITED ABILITY BASIC ABILITY EMERGING COMPETENT ABILITY COMPETENT AND CONSISTENT CONFIDENT AND ASSURED EXCEPTIONAL ABILITY
PRACTICAL ABILITY ABILITY
- SEPT 2016
Taxonomy | partial, inconsistent, literal, straightforward, deliberate, just predictable, broadening, makes diverse, effective, purposeful, independent, realised, sensitive, inspired, surprising, unique,
elementary, minimal, rushed, adequate, methodical, superficial, progress, relevant, description not consistent, skillful, coherent, creative, sustained, highly authoritative, genuine discovery,
sporadic, naive, little creative unrefined, crude visual language, explanation, demonstrates imaginative, informed, some inventive, critical, perceptive, adventurous, accepting of the
intent, disjointed, pedestrian, simplistic reflection, plays safe, intentions, appropriate, sufficient perception, satisfies creative intent, | comprehensive, in-depth, unexpected, challenging, fully
credible, lacks control over the unresolved, contextual references control, emerging individuality, engaged, consistent control over insightful, original, genuine creative | informed, questioning, dexterous,
formal elements, vague aims explored but lack relevance, thorough, adequate control over the formal elements, contextual journey, refined, in-depth erudite, highly intuitive, daring,
defines aims with some the formal elements, contextual references inspire creativity, reflection, exciting, comprehensive insightful and comprehensive
understanding, developing control references inform journey, pursues | realises some aims, control over the formal elements, exploration of contextual
over the formal elements aims with understanding contextual references shows some references, ideas synthesised into
personal insight, fully realises all highly sophisticated realisations,
aims and objectives goes beyond aims to produce
surprising realisations, control over
the formal elements demonstrate
fluent sensitivity and understanding
AO1 1 | 2 | 3 4 | 5 | 6 7 | 8 | 9 10 | 11 | 12 13 | 14 | 15 16 | 17 | 18 AO1 total:
Develop ideas LIMITED BASIC EMERGING COMPETENT COMPETENT AND CONSISTENT CONFIDENT AND ASSURED EXCEPTIONAL
through sustained
and focused 14
investigations genuine creative journey,
informed by
contextual and critical, perceptive
other sources,
demonstrating
analytical and
critical
understanding
AO2 1 2 | 3 4 | 5 | 6 7 | 8 | 9 10 | 11 | 12 13 | 14 | 15 16 | 17 | 18 AO2 total:
Explore and select LIMITED BASIC EMERGING COMPETENT COMPETENT AND CONSISTENT CONFIDENT AND ASSURED EXCEPTIONAL
appropriate
resources, media, sustained 14
materials,
techniques and comprehensive
processes,
reviewing and
refining ideas as
work develops
AO3 1 | 2 | 3 4 | 5 | 6 7 | 8 | 9 10 | 11 | 12 13 | 14 | 15 16 | 17 | 18 AO3 total:
Record ideas, LIMITED BASIC EMERGING COMPETENT COMPETENT AND CONSISTENT CONFIDENT AND ASSURED EXCEPTIONAL
observations and
insights relevant to comprehensive control over the 14
intentions, formal elements,
reflecting critically
on work and sensitive
progress
AO4 1 | 2 | 3 4 | 5 | 6 7 | 8 | 9 10 | 11 | 12 13 | 14 | 15 16 | 17 | 18 AO4 total:
Present a personal LIMITED BASIC EMERGING COMPETENT COMPETENT AND CONSISTENT CONFIDENT AND ASSURED EXCEPTIONAL
and meaningful
response that fully realises all aims and 14
realises intentions objectives
and, where
appropriate, makes personal insight
connections
between visual and
other elements
Total mark:

56




PERFORMANCE Level 1 Level 2 Level 3 Level 4 Level 5 Level 6
CALCULATOR
A LEVEL LIMITED ABILITY BASIC ABILITY EMERGING COMPETENT ABILITY COMPETENT AND CONSISTENT CONFIDENT AND ASSURED EXCEPTIONAL ABILITY
PERSONAL STUDY ABILITY ABILITY
- SEPT 2016
Taxonomy | partial, inconsistent, literal, straightforward, deliberate, predictable, makes progress, diverse, effective, purposeful, independent, realised, sensitive, inspired, surprising, unique,

elementary, minimal, rushed,
sporadic, naive, lacking, disjointed,
pedestrian, credible,

study naively informs practical
work, elementary use of written
language

methodical, superficial, unrefined,
simplistic reflection, plays safe,
unresolved, study adequately
informs practical work, adequate
use of written language

relevant, description not
explanation, demonstrates
intentions, appropriate, sufficient,
control, thorough, adequate, signs
of understanding, developing
analytical skills, study consistently
informs practical work, developing
and broadening use of written
language

consistent, coherent, imaginative,
informed, some perception,
engaged, fulfils intended aims,
study perceptively informs practical
work, consistent and effect use of
written language

creative, sustained, critical,
perceptive, comprehensive,
insightful, original, genuine creative
journey, refined, in-depth
reflection, exciting, genuine
personal investigation, study
authoritatively informs practical
work, articulate and highly effective
use of written language

authoritative, genuine discovery,
adventurous, accepting of the
unexpected, challenging, synthesis
of ideas, fully informed,
questioning, dexterous, erudite,
intuitive, daring, study informs
practical work with sophisticated
insight, highly articulate and
sophisticated use of written
language

Personal study
(AO1/A02/
A03/A04)

Develop ideas
through sustained
and focused
investigations
informed by
contextual and
other sources,
demonstrating
analytical and
critical
understanding

Explore and select
appropriate
resources, media,
materials,
techniques and
processes,
reviewing and
refining ideas as
work develops

Record ideas,
observations and
insights relevant to
intentions,
reflecting critically
on work and
progress

Present a personal
and meaningful
response that
realises intentions
and, where
appropriate, makes
connections
between visual and
other elements

1 | 2 | 3

4 | 5 | 6

7 [ 8 [ 9

10 | 11 | 12

13 | 14 | 15

16 | 17 | 18

LIMITED ability in the use of
written communication and
specialist terminology and LIMITED
ability across the Assessment
Objectives in the personal study

BASIC ability in the use of written
communication and specialist
terminology and BASIC ability
across the Assessment Objectives
in the personal study

EMERGING COMPETENT ability in
the use of written communication
and specialist terminology and
EMERGING COMPETENT ability
across the Assessment Objectives
in the personal study

COMPETENT AND CONSISTENT
ability in the use of written
communication and specialist
terminology and COMPETENT AND
CONSISTENT ability in the
Assessment Objectives in the
personal study

CONFIDENT AND ASSURED ability
in the use of written
communication and specialist
terminology and CONFIDENT AND
ASSURED ability in the Assessment
Objectives in the personal study

critical
genuine personal investigation

authoritatively informs practical
work,

EXCEPTIONAL ability in the use of
written communication and
specialist terminology and
EXCEPTIONAL ability in the
Assessment Objectives in the
personal study

Total mark
for the
Personal
Study (part
of A level
Component
1):

14



https://qualifications.pearson.com/en/qualifications/edexcel-a-levels/art-and-design-2015.coursematerials.html#filterQuery=Pearson-UK:Category%2FTeaching-and-learning-materials
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Examiner commentary

This candidate has reached Performance Level 5, Confident and Assured Ability, with a comprehensive and genuine creative journey based on ‘the
Unseen’. Their early sculptural explorations, for example a figure reaching towards the city, already show inventiveness. A wide range of contemporary
sources are referenced, and we see the candidate develop their own personal insight from a study of Claes Oldenburg, in the paintings of a household

iron. Drawings of insects and complex reflective surfaces demonstrate a comprehensive control of visual language, and aims are fully realised in
exciting, large-scale drawings.

AOL1: This submission develops with independent and inventive ideas, driven by close observations of people, objects and natural forms as well as wide
ranging contemporary contextual sources that are constantly informing the idea development. A theme develops into a study of the act of looking

closely at the world, demonstrating that the candidate has in-depth critical understanding, which clearly positions their ability as Confident and
Assured.

AO2: In this candidate’s intuitive drawings of insects, we can see them making connections between the source images and the process of continuous
line to create subtle and sensitive explorations, which are taken into monoprint to create unexpected outcomes. These are backed up by annotations
that are insightful and explain the thinking behind the work, showing that the candidate is open to discoveries as they occur. The work is reviewed with
concise annotations, and we see Level 5 refinement of technique and concept, as a body of work is developed with more complexity.
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Examiner commentary continued

AO3: Observations are made with Confident and Assured recording from the candidate's own photographs. Not content with
playing safe, this candidate uses sustained recording from portrait, figure and natural form subject matter to study complex

reflective surfaces in their own constructed arrangements of objects, refining ideas with in-depth critical reflection to enable further
development.

AO4: There is an assurance in the personal insight clearly visible in the realisations of, in the candidates own words, the unseen,
which are exciting and fully realised. Though this work is highly inventive, and confidently realised, it has yet to become unexpected
and surprising, and so is therefore accurately described by mid-Performance Level 5, Confident and Assured characteristics.

Personal Study: This study 'Revealing the Unseen’ is a good example of a strong Confident and Assured piece of writing. The
candidate has understood the significance of the artists Hockney, Estes and Landy to their own ideas, and has used highly effective
language to explore their work. The study is informed in its argument, making critical observations and comparisons that clearly
connect to the candidate’s practical work, but also wider conceptual ideas.
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HOL

Warhol primarily used screen prints which takes away human
interference with the piece. Warhol further developed this idea
by getting images of himself ina photo booth (the upturned
collar image); this makes the outcome totally mechanical
without any “artist’s touch”,

In Warhol’s self-portrait half the canvas is made up of shadow,
this implies that he wants to hide himself away and remain
mysterious despite his fame. The shadow is extremely
expressive and gestural which is ironic because it was actually
created by the mechanical process of the screen print. The fact
that he removes himself from the process of the print enhances

Andy Warhol was born on 6 August 1928, Pittsburgh. As a child

Warhol portrayed himself as vulnerable am! delica(e: In On: Ogs
\ his early self- portraits he actually covers his face with h.lsh-;g.,.
y | v which seem very feminine, indimling l!}a( hx? wants to be hidde
; and is possibly uncomfortable with his xdent.lty. Onel of 4‘
Warhol’s passport photographs he altered wnl_1 pcrjc1l to make
his hair appear fuller and his nose thinner, which further
emphasises his dislike of how he looked.

Warhol saw himself as ugly and removed blemishes in work's of
himself to make himself look better. He would often wear wigs
and take away his sunken cheeks, he even had a nose job. He
also did this too celebrities, such as Elizabeth Taylor, that he
worked on similar to a court painter would do to flatter t'he
monarch. Warhol said “they always say time ck.xangfts t}.\mgvs.y .
But you actually have to change them yourself” which is v\h? e
edited so many images. In one of his early 1960s self-p?man;s
he wears sunglasses and an upturned collar to Ponray himself as
fashionable and modern as a way to become different.

Warhol worked on multiple images, such as his 1975 self-
portrait, varying the same picture slightly each time, This effect
mimics the mass media’s portrayal of events which ultimately
takes away the shock factor in their stories and in Warhol’s
work. This suggests Warhol saw his image as an object that
could be used in different ways rather than a regular person.
This is also why he saw himself as a brand and said “Being
good in business is the most fascinating kind of art, Making
money is art and working is art and g0ood business is the best

art.” which is why he mass produced his art (which was unheard
of at the time.)

Gradually, Warhol’s celebrity status increased to the same level
as his subjects. He may have thought that he actually
transcended them which is shown in the negative imprint of
himself which resembles the Turin shroud. It is also on a gold
background similar to those of the virgin Mary which implies he
is of the same status of a religious icon. However, the print is
very ghostly and demonic which juxtaposes the holy image with
4 satanic image further creating an unclear picture of who he
was and hiding himself from the public eye.
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Warhol Analysis

The image I chose suggests power since the image is taken from
below the subject, this is enhanced by the eyes looking off into the
distance. Furthermore, the background follows the eyeline creating a
gaze similar to that an authoritative figure. Warhol often did portraits
of important and powerful people such as Kim Jong Il and Elvis.

It works well as a threshold image because it is in three negative and
positive spaces which produces a stable image, amplifying the
dominant stature. The positive space/light that the subject is looking
into also suggests a sense of optimism which is indicative of
influential figures.

For my series of prints I varied the background by using highlighters,
newspaper, graph paper and pen. I do maths which is why I used
graph paper as it represents part of who I am which is important in my
work because it makes the print noteworthy. I also outlined the face in
paint as Warhol did in his own prints when he outlined his shadow
creating a confusing and distorted image. I also used different
amounts of ink to achieve different and expressive textures as Warhol
did in many of his prints most famously his self-portrait in 1986. This
was ironic because despite having very expressive looking brush
strokes it was created by a machine. I think I was able to do this
successfully and did it when I wanted to. Warhol also flipped one of
his prints upside-down in his series of prints, which I also emulated to
break up the repetitive nature of all the similar looking prints.

I think the background of my prints were varied and interesting which
Tam pleased with, they represented my interests and allowed the
prints to work well as a series. However, I think I could’ve tried a
different facial expression to make the prints more captivating.
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The ;;vork is of my dad, | chose to paint him because he is a very important and central figure in
my life.

| was trying to convey the idea of stability by putting my father's face in the middle of

which creates a very balanced image. The many grey tones depict his calm yet st:u‘:tg ':)sm‘:nngs
since it a very neutral colour. This is enhanced by the blocky, simple background which | used to
make his face and hair stand out more. The bright reds and oranges contrast the plain grey
colours which reflect his fun a caring personality.

For inspiration in this piece | looked at Jason Brook’s 'Paul Nurse'. This portrait i:
which creates a commanding feel which is why | wanted to use the samg?ompossl:l:no r:rrmmw
father, as he is very direct in his manner.

The strengths of this piece were the highlights on the nose and temple, | thought th

effective in showing the light hit the side of the face. | also think the backgr;.uugd wai‘ ;hﬁo:gm
point. Originally it was very dark and drew attention away from the face. | made it more simple by
anerin’g the depth of field so that it was far more shallow and lightened it which helped to push the
figure forward.

The weaknesses were mainly in the hair and eyebrows, they didn't feel like the
Next time | will make them lighter and try to fade them out a little so they bok?nmr;d‘ato:ra're el
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THE THINKER- 1902
Originally part of the Gates of Hell sculpture (1880-1 890) by Auguste Rodin,
The Thinker has become separate from the whole piece- The Thin!
te the 'Divine comedy’ in the 14th
i

portrays the poet Dante's infern® who Wro!
century. It was also inspired by Michelangelo's “Thinker' Wh ch is a sculpture
of a Roman general in deep thought- The piece links to the idea of the
Human condition a8 itre ts our desire to find the meaning of life, @
uniquely human trait. It shows aman contemp|ating and reflecting on his life.
His isolation suggests signs of transcen! entalism, the idea that organis
religion and soci corrupts human purity, this is alsO shown by his lack of
clothes which removes the barrier b him and his surroundings. His
toes and hands aré curled and his back is hunched which creates & grieving
image however his plain express| allows viewers 1o interpret his emotions
and thoughts. This is em asised by the fact that it was cast in bronze which
is avery malleable substance allowing Peop! 1o have freedom of thought
when looking at him. akes re very relatable to everyone
because We tem| ifferent ways. The original sculpture
stood only two feet tall which makes him look very vulnerable and sm
which represents his existential thoughts that can become SO vast making

him seem insignificant.

«\What makes the thinker think i that he thinks not only with his brain, with
his knitted brow, distended nostrils and compressed lips, but with every
rmuscle of his arms. back and legs, with his clenched fist and gripping toes."
Auguste Rodin
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This sculpture is of a figure reaching towards a city. It represents how soclal exclusion and how
many people struggle to fit in and feel Isolated This is personal to me because | recently joined a
new school, and at the time felt isolated from everyone because they already new each other and
there were very few other new people. | made the figure using clay and the city from mdf, | then
spray painted it in grey. | chos

| @ grey because it Is a very neutral colour and does not draw
attention which mirrors how society can ignore people.

This idea came after looking at Stelios Mousarris’s ‘Wave city’, it was inspired by Christopher
Nolan's movie ‘Inception’ and it show the bending of a city which gave me the inspiration for the
base of my sculpture. | also looked at Juan Munoz's ‘conversation piece’ which suggests
movement and balance because the figures seem to be in very precarious positions.

The strength of the piece is that it shows the idea of social exclusion and isol:
to the reaching movement of the fi
showing balance since no matter how much thi
there.The weakness is that the size of
smaller it could have been used to mal

lation very clearly due
igure. | also think the slight movement it has is also effective in
e figure moves towards the city it will never get

the figure is slightly large in comparison to the city, if it was.
ke the idea of isolation stronger.
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An allegory to the vanities of Human life - Harmen Van Steenwyck
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¥ | ‘achievement that humans have which will be remembered after death, unlike
| reformation. allowed

the objects are balanci the edge of the table which ises the fragility of
human life, especially a time with limited knowledge or hygiene. Your focus is lead
to the skull in the middle due to the composition, as a result the first thing that is

| brought to mind is death and how real it This Is further emphasised by the sword and shell |
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Symbolism in the image, the amplifier shows that | am more confident in music than In other
aspects of my life. It is one of the things that | am comfortable sharing with others, the ukulele
behind emphasises this.

The bear has been mine since | was born making it part of my childhood and past because | can't
remember a time where | didn't have it.

The blanket under everything is mine that | use a lot because the room | work in every day can get
verycoldandandIusan'ovwnrmth.ﬂ;ecwchshcwsmysleepypermmy, itis very soft and
comfortable.

Themvengthao'mepleoaIsmedlsionlonoﬂhogmesbeuusanhhknhwyafmh
showing the world throu: h my eyes. Especially the amplifier due the many holes which are
caused to vary In size which s why II'l keep the amp In the next plece.
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::v;?x wi stydy as art from early civilisations (such as from Egypt and China)
: Irgm l urial chambers, where the intention was to preserve bodies and
bze uta ly conquer deajh. /\]so, one of the chief purposes of all portraits has
cryor:) r:ge c:::ervg an m:ilwdual‘s legacy. Quinn’s engagement with

r on in a gallery setting reminds u: { i i
i) cirn, g s of art’s ancient role in

N - - »
“\v s oviogy ke o =
P ‘ Z d Becatt wersio Quinn; o
" ot 's education as a student of History and History of Art at i i
? th
: B canda 2 e N gt Cambridge can be seen as a vital component of h?sl work as a (v’vrlnflg/ e:;y
= : “ ere his engagement appears to be with ancient tomb sculptures. Mucr'1 of

Year1991 ! ‘
MediumBlood (artist's), stainless steel, Perspex and refrigeration
equipmemDimensionsZOBh x 63w x 63d cm. Self is & fsel(-ponran of the
artist, but one that literally uses his body as material since the cgst of
Quinn's head, immersed in frozen silicone, is created from ten pints of
his own blood. In this way, the materiality of the sculpture has both a
symbolic and real function.

e S s
3 = A varries wos i
Unlike more traditional materials of western sculpture such as marble, blood Yeapiced ‘o Sto@ & castin -
3 : : e S v g process that
is not durable and will decay if not frozen. Similarly, the process of casting is e Llood/ seul picked up many tender textures from the sureace of Quingzggs;% ::ss "
traditional, but usually it is done with bronze or other precious metals, and not Sulpiuve eye lashes, creases on lips and the folds of flesh on the earsJA sense of mee

foM tuening o

tmacabre is thus T :
powde.r. conveyed only through its bruised, red and blue coloration,

and arguably also the surface texture which bears marks left behind from
mould used in the process of casting and makes the head look scarred or
decayed Cas_tln Is a very old sculpting technique, but it Iooks as tho
Sg:gn is r;:;kn:g ri:erence specifically to the tradition of death masks, which)
used by the Romans to record the physi mi
bt physiognomy of deceased family

la bodily fluid. Value therefore becomes a significant theme, as blood — unlike

marble and bronze — lacks monetary worth and yet is essential to life. The Quiaw vsea. o vox of

use of bodily fluids increases the sculpture’s status as a ‘true’ self-portrait in $leon oil ot - uo°C

which the artwork serves not only to depict the artist but is also composed of

a part of the artist's own body, his DNA. As mentioned before, the presence of

a refrigeration unit underscores the sculpture’s dependence on a source of

_power, arguably increasing its sense of vulnerability. |Quinn has commented

| on the autobiographical dimension of Self saying that it reflects his

1 alcoholism, as it is entirely dependent on electricity, just as he was relia

hol] This self-expressive aim is also attested by Quinn’s aim to pay
homage to Rembrandt, who repeatedly created self-portraits in the latter

? stages of his career, by making a new 10-pint blood Self every 5 years.

Itis probably wise to first acknowledge Xtrao A
preparation and the lengtl eal Quif:::e ; T

i wcgs\')os\- o chorer
betweew Wge and
doosin weally = Move

Quivn

— over five separate sessions to stockpile a total of i
€ S ten pints (5.7 litres). He
then made a cast of :us head byewarhg it with an all-over mask of pl)aster of
holes nose). This perfect impression of the

I+ (naezes agtev QMcM-\\ﬁs//

The work was made at a time when Quinn was an alcoholic and a notion
of dependency — of things needing to be plugged in or connected to
something to survive — is apparent since the work needs electricity to
retain its frozen appearance. A further iteration made every five years,

| this series of sculptures presents a cumulative index of passing time and
| an ongoing self-portrait of the artist's ageing and changing self.

- =S
- Ho was the first YBA to be signed by Jay Jo
E operation White ﬁ" sv;‘ Ir':‘h still ) and o i
- harles Saatchi snaj up various |
Sws trere of & 2 Cuntuey vision of progwss”s GELL thr:’:ug.rnglﬁr?r:::gd?ng e e ;;tsr sold to American f
el | fund manager Steve Cohen,) Today, Quinn’s paintings fetch up to $- [

culptures range from $250,000 to more than $1.5 million at
?Jr::)gl:nsd :Il‘;ry Boone Gallery in New York. His work is in the collecti
Britain's Tate, New York's Metropolitan Museumn of Art, and | e
Pompidou in , among other institutions. T T T i

———




“‘Self' is almost like
Rembrandt, it's reall
mine is like a repetit
of progress.” As for
to push the material

a Beckett version of Rembrandt,” Quinn says. “With

ly about him at every point and his personality, whereas
ion of the same thing. It's more of a 21st-century vision
why he chose blood as the medium, he says he wanted
boundaries of sculpture, and “blood was the only part of

my body | could take out without mutilating myself.”

He went into rehab i
between death and

in 1993 and gave up booze. “It was just a choice
life, really. It was quite extreme,” says the artist, whose

placid demeanour and soft voice belie a temperament drawn to extremity.
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This work is of an iron that | took apart and scattered across the page. | wanted to investigate
man’s understanding of machinery. | chose an iron because it is an item that is used every da y)
and yet is often ignored and overlooked./Also chose to use an iron because it is easy to recognise
due to its unique shape. | tried to achieve an x-ray aesthetic by inverting the picture, to emphasise
the idea of hi itie ing on how inery works.

For in this piece | looked at Barbara Kruger's ‘your body is a battleground’, who used split positive
and negative exposures to show to show divide in opinion over abortion laws. | also looked at
Rauschenberg's ‘Booster’ which consists of x-rays of his body. His x-rays show everything and
nothing because we can't see the exterior of flesh. The chaotic approach he took also inspired the
idea that the more we learn the clearer the picture All the gl

and anatomy in the piece is ver confusing until we understand what we are seeing in more depth.

The strengths of this piece is the effect, it clearly is an x-ray which communicates the idea of
man's understanding of machinery is limited uniess we look inside these objects we use daily.

The weakness is in the detail, the colours pencils crumbled very easily making it hard to highlight
the smaller objects such as the nails accurately.




o S These cyanotypes are of the same iron | drew, | spread them across paper and cardboard to show
) %
(/\YA\\ \_,1 \/ ‘f

the inside and inner workings of the iron to enhance the sea of man's understanding of machinery.
1 did them by leaving the them in sun for about half an hour and then removed the iron.

| was inspired by Thomas Ruff's negative images. He scans 19th century photographic pyin(s and
reverses the tones to blue and white. This makes it look as if it were from another dimension. They
look very similar to cyanotypes and have the same effect.

The strength of the cyanotypes are that they create a confusing image because some _01 the i
objects are more transparent than others which create a blurry outline on some of the items. This
helps to highlight man’s understanding of machinery.

I think they could have been improved if | left some objects out for different periods of time to
create contrast between some of the pieces' imprints.

| Pracyise cyanohypes
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Centre Pompidou, Paris.

oSES, With awe en a ligui
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Ghost (1990) was Whiteread’s first large-scale sculpture and set in motion the ambitious,

architecturally scaled works for which she is widely recognized today. Made by Mhng F rovom ofa

Victorian house in North London with concrete to create a solid cast that picks up the details of the

walls, mantle, and windows, Ghost is a positive room-sized object that reveals itself gradually, as one

encircles the huge form. ‘

. ) : +S ane o ative

She tavked avout “Hae Undicrous po\u‘\ of Kaocking down Womec ;'“i«, uv“'us\ we
like tuis and botlding bodly designed towec /- (BITC T L SUEE
BlotkS wwich Kemsoles Wave to we Knscked 29 i
down oekr 20 yeers?

hiteread's work Wos laeen
descibed as ‘minimilisw
With Weact”

The objects sv\gm‘s\i;mmes. beds, Sinks,
onaids- all havesinrimate, pwusical celationswi
to tae bod'j- As oljects f‘»\l,jusuw bt held, r
vsed wd iwvqbited.

* Maguette for Judendatz Heecanst ,

In Rachel Whiteread's sculptures and drawings, everyday settings, objects, and surfaces are Mewow a\
transformed into ghostly replicas that are eerily familiar. Through casting, she frees her subject \qe\;
matter—from beds, tablesand boes to water towers and entire houses—from practical use,

suggesting a new permanence, imbued with memory.

;‘{\“ s adtually Made of plasier,
igment , nesi wood qual
/ noF toilet colis. AEi Rl

While it appeay SM:;’ Wiforward ot firsy

lw\u,mi, 'S Sculptuves always Waye
chxv Stovies 4o ). “M'S captune  Hae wﬂqﬁvg
Spate arowd US.

httos://www.tate.org uk/art/artworks, ‘whiteread-untitled-stairs-

1079354:~ text=Summary,to; ether%20t0%20form%20a%2!
3 ry,togs 3 Ounit.&text=Untitig
20is%200ne%200f,home%20and%20studio%20in%201999. SR

https://vww tate.org uk/art/artists/rachel-whi 2319/five-th k -rachel
whiteread : '

Rachel Whiteread was awarded a damehood for Services to art as a part of The Queen’s
Birthday Honors List, which awards people across the United Kingdom for outstanding achievements,

Th‘nc vp®- 20038

Rachel Whiteread (b. 1963) was born in London, England where she currently lives and works, She
studied painting at Brighton Polytechnic and sculpture at the Slade School of Fine Art. Whiteread won
the Turner Prize for her public sculpture House (1393) and represented Great Britain at the 1997
Venice Biennale. She has been the subject of solo exhibitions at Kunsthalle Basel, the Reina Sofia, the
| Serpentine Gallery, and the Deutsche Guggenheim, among others. Her works are in several

| prestigious collections worldwide including the Museum of Modern Art, New York, the National
Gallery of Art, Washington D.C,, the Stedelijk van Abbemuseum, Eindhoven, the Tate, London and the

oo aw
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MICHAEL LANDY

A member of the Young British Artists (YBAs), conceptual artist Michael Landy produces installations
that comment on consumerism. For his best-known work Break Down (2001), Landy gathered all of
his worldly belongings, including clothes, postage stamps, a car, and works of art by himself and other
artists such as Damien Hirst and Tracey Emin, and installed them in a former shop space in central
London. After cataloguing all 7,227 items, Landy destroyed them on an assembly line with the help of
10 workers

*Break down - 200\

Landy wade o tmoviey o thE froject.

n feceny yeays , Landy Wias also produced eichings of weeds in

e tvaditional style of Letowkal Studies. ;
\ereeping utteccup’, 2002

Akl el fomtnisant o€ o proxass
/,’__) m"“i“ % Viakeve PANES, whect u\Q‘qc\x
Juch as plands were pressed difech \’\;"
Sett wiekol 1o produce detoil\s ok only
v:idr sViage but twa'c suiface detall ;’
The etchings are all meticulous, life-sized studies of individual weeds the artist found growing in
the street. Landy has described why he was drawn to these ‘street flowers’. He has said, ‘they are
marvellous, optimistic things that you find in inner London ... They occupy an urban landscape
which is very hostile, and they have to be adaptable and find little bits of soil to prosper’ (quoted
in Buck). Weeds are hardy, thriving in often inhospitable conditions with very little soil, water or
direct sunlight. They grow between paving stones or on waste ground in the city, tenaciously
asserting themselves despite being overlooked by most passers-by. Landy collected a number of
these plants and took them back to his studio where he potted and tended them, making studies
of their structures including detalled renderings of roots, leaves and flowers.

3 9 Landy is olwosh fofcng AWe \iewe( to See aw oject Mot
ey Moose to ignote eveyday

v These “S4eeeA flowers’ Musware
VoW evevyiviing @XVAL foc o
fivite awowmt Yof Miwe. Landy
aso vewrd thaw oS & tontivuotion
OF “Staeed fuaitune’ Avid Wis inteast
W e evavydaly -

L | feq\\-i Wke uow Landy Was takew whay is ussvally

Consideed an vgly pest and tcawsoqwned W iwto on
ueaavu- iM05£~

\ 5 ) L
Boteclo Rovert”, 2002 < Cawn W O vowie 5
: e 2 8=y impor tontt and qives
As Julian Stallabrass has pointed out, ‘the depicted weeds act metaphorically, standing in for the e & on (deviving it vever Vadk

urban underclass - similarly mobile, mongrel and diasporic ~ and the subject of prolonged neglect
and spasmodic measures of control, or weeding’

The detall of the works recalls botanical illustration, particularly the direct imprints of plants i
the advent of

known as nature prints made in




ALBRECHT DURER | IR ESCHER

In the late 1930s, Escher also became obsessed by the “regular division of the plane”,
in which shapes (often fish, lizards or birds) are tiled across a flat plane in such a way
that the spaces between them make other, recognisable shapes. (This technique was
directly inspired by the Alhambra.) Day and Night (1938) features black and white bird
forms arranged in this way over a chequerboard countryside. In many of these images
the distinction between foreground and background is obliterated: the viewer can
choose to see one or other set of shapes as foreground at will

Durer best recognized as one of the best craftsmen that hailed from northern Europe amid the
Renaissance, it is essential to consider that unique circumstance throughout Durer's life saw him
creating diverse styles and procedures. From his subjects to the good mediums he utllized, he was
differing in his virtuoso. However, he concentrated on three important

territories; painting, printmaking and theoretical works.
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that distinguished between “feeling people” — artists who concentrate on the human
form —and “thinking people”, artists like himself who are “reality enthusiasts”,
interested in “the language of matter, space and the universe”.

Hoad of Apesrla

Durer was convinced that nature, being God's creation, was the very source of art. He embodied the
belief that artists should draw exactly what they saw in order to make their work s convincing as
possible: “The more precisely the forms in your work are compatible with life, the better it wil
appear. That is the truth. So never imagine that you can or should attempt to make something better
than God has allowed his created nature to be. For your ability is impotent compared to God's
creativity”
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Darer began studying his own likeness at a remarkably young age, initiating a practice of self-scrutiny

that would be a hallmark of his career. The inscription at the upper right of the sheet states, "I drew and Show We Wk 3‘“ ane Y
this after myself from a mirror in the year 1484 when | was still a child." Despite a certain degree of
clumsiness in the depiction of the drapery and bodily proportions, this image reveals the artist's
ing th difficult to correct. h g
considerable skill in handling silverpoint, a traditional method of drawing that was difficu 3 o e B towa
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Escher declared: “If you want to express something impossible, you must keep to- ‘
certain rules. The element of mystery to which you want to draw attention should be
surrounded and veiled by a quite obvious, readily recognisable commonness.” Thi
arguably as true of fiction or music as it is of Escher’s brand of geometric sorcery.
it also, in a way, sums up the genius of Escher himself, an orderly man who made
inexhaustibly extraordinary things.




SUSAN COWS

Susan Collis uses a variety of techniques and strategies to Investigate issues concerning
Interpretation, craft, value and labour. Everyday objects are presented etched, splattered and stained
with marks of work, wear and tear. At first glance, the marks seem to be the accidental results of
normal use, and as such seem meaningless and not worthy of examination, Collis s interested in the
shift of perception that takes place upon discovery that they are, In fact, careful, intentional acts, and
that the materials used are traditionally valued for their financial or decorative properties. A tired
stepladder covered with paint drips from years of use has been simulated by the meticulous Inlaying
of diamonds, pearls, opals and other prized materials. A bucket catching a drip from the gallery ceiling
fmay not be the result of neglect, rather a complex staging of pumps, water-tanks and false walls to
artificially create the scenario. i
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Susan Collis’s work brings mundane detritus and materials into sharp rellef, calling attention to
otherwise overlooked elements of our daily lives. “I've always wanted a creative life,” she says. “But
being an artist wasn't something that I'd ever, ever planned.” Collis playfully recreates objects like
discarded floorboards using mother-of-pear! inlay, diamonds, and silver, or hand-stitches painters’
drop cloths to recreate inadvertent splashes and drips—paying close attention to craftmanship. Her
work has been described as “Baroque Minimalism,” developed from artists who revel in materials,
such as Robert Morris, and those who play with mimesis and impersonation, like Robert

Gober and Jeff Koons.
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1f you do a lot of drawing, you're likely going to ball up and throw away quite a bit of paper, right?
And, if you're Collis, you're going to reference the process by casually displaying such wadded reject
sheets — but only after having coated them with gold or palladium leaf. Or maybe, as in On second
thoughts, by amplifying the crumpling creases with carefully applied graphite marks on a series of
balled paper on the gallery floor. it's as if Collis is underlining reality, trying to give selected sections of
the artist's life an italic emphasis. And it works
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THE ROYLE FAMILY

Boyle Family aims to make art that does not exclude anything as a potential subject. Over the years,
sublects have Included: earth, alr, fire and water; animals, vegetables, minerals; insects, reptiles, i
Water creatures; human beings and societies; physical elements and fluids from the human body. The
m:d\a used have included performances and events; films and projections; sound recordings;

y; elect ; drawing; painting; sculpture and installation.
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Boyle Family is best known for the earth studies: three dimensional casts of the surface of the earth
which record and document random sites with great accuracy. These works combine real material
from the site (stones, dust, twigs etc) with paint and resins, preserving the form of the ground to
make unique one-off pieces that suggest and offer new interpretations of the environment,
combining a powerful conceptual framework with a strong and haunting physical and visual presence

0n Hovelling to O Selecked Site, #e Beules wodd Mrow o T-Sopace +o Select
o fandom Ovea to replicate .

The Study is one of the series of 100 London studies selected at random from 3 square of London
including parts of Notting Hill, Shepherds Bush and Holland Park. This area was selected not only
because we live in the middle of it but also because it provides an extreme cross section of the
urban environment. The defect in the random process caused by the possibility that our choice of
this area to live in introduces a subjective element that might turn out to be significant has
resulted in our decision to select sites at random on a map of the world
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RALPH GOINGS

Ralph Golngs is a realist painter who has exhibited in this country, Europe and Japan and is
represented in museums and private collections here and abroad. He is recognized s one of the
original members of the Hyper-Realist or Photo-Realist group of the late 1960,
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Itoccurred to me that projecting and tracing the photograph instead of copying it freehand would be
even more shocking. To copy a photograph literally was considered a bad thing to do. It went against
all of my art school training... some people were upset by what | was doing and said 'it's not art, it
€an't possibly be art'. That gave me encouragement in a perverse way, because | was delighted to be
doing something that was really upsetting people... | was having a hell of a lot of fun..."
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INITIAL IDEAS
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MICHAEL LANDY'S

ETINGS OF WEEDS
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DRAWING THROUGH A MAGNIFYING GiLASs
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1 was inspired by Michael landy’s ‘nourishment” etchings of weeds that he found in pavements and
cracks in walls. He transformed the plants from hideous pests which we ignore, into elegant pieces
of art which make us look at them in closer detail. | wanted to take theses insects that | collected in
my house and rather than brush them away, | wanted to change how people saw them by turning
them into delicate drawings. | used a magnifying glass to see them in more detail, but also to create
distortion and make it a more personal experience of what only | see. This is also one of the reasons |
wanted to have an unstructured, random format unlike one in a scientific journal. | wanted to show
the uniqueness of the insects and make it personal. Also, the amount of time spent on each
individual insect enhances their importance and value, it almost gives them an identity they never
had before.

A strength of the piece is that the detail in the drawings is high, helped by the magnifying glass,
which forces the viewer to look closer at each individual, this emphasises the transition from a
repulsive object to a delicate and interesting piece of art. | also think that the piece shows the
unseen and reveals the beauty of the insects that we ignore because without a magnifying glass they
would not transcend our previous view on how they look. The transformation of the insects is also a
strength because it highlights how we constantly avoid looking at these creatures in depth, the real
change that has happened is how we perceive them.

A weakness of the piece is that some of the insects are a lot darker and heavier looking, they were
all on the same side of the paper which creates an imbalanced image. | also think that in some places
the insects seem to be in a structured/rigid composition. | think next time | would need to lay the
insect out beforehand on a small sheet of paper so | can see where each one should go and how well
it works.
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[ICHAEL LANDY RESEARcy

In his series of drawings called Nourishment, the artist Michael Landy collected weeds

growing on the streets of London, kept them alive and then drew them life size. He then

made a set of 37 etchings, some of which have found their way into the Tate collection.
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Landy’s prints are reminiscent of ajprocess called nature prints where objects such as
plants were pressed directly into soft metal to produce details not only of their shape but
their surface details.
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The 'Nourishment' prints were his first artistic after of Each
of the etchings represents a wild plant - of the kind usually charactensed as weeds - which he
4 found in the urban sites, cracks in pavements, the margins|

(of carparks and so on. This is Creeping &msrcup (Ranunculus repens). He first drew the plants
on paper and then on copper plates. He has represented the plants in black outline on a white
“ground, eachpiamWnadmme wmpﬂlewmm&.mdehd&y
Renaissance botanical fllustrators in 16th century herbals such as De Historia

‘Fuchs) and Vivae Icones (Otto Brunfels) {the V&A has copies of both books in the NAL). Again, like,
menmmmm(mdurllhmmmmﬁcbohﬂu a portrait
of the individual specimen complete with wilted leaves and accidental damage, rather than an
idealised version. These non-descript commonplace plants impressed Landy with their tenacity,
and their ability to survive in a hostile environment without visible means of support and

nourishment, and as such were analogous to his own situation in the aftermath of Breakdown. H
has described these 'street flowers' as ‘marvelious, optimistic things that you find in inner new S“““ﬁ oS
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These monumental and laboriously tendered images, which counter the generic
nature of weeds, are
drawings. Landy says opes that ‘no one is work or freaks out. People

might think that it's so different from previous work. Maybe it is, but maybe it isn't."

ML: 1 guess in some respects they relate to other aspects of my work
which is about invisible things. In some ways I just see this [etching of a
weed] as a bin, a sh trolley or a d milk crate. gy FEal

somewhere to spread
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A Eiads move on quick.ly.’
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| There are certainly similarities. Ultimately, they manage to marry 4 form of personal Facruol Mfo
‘mediation’= acquired through houn of studying the rescued plants - and a gathering and Moredals
system as as seen In his past work. Landy has & (5 APOKTA(OR
managed to avoid any.overly romanlk: references to the canon of high art by sourcing FOEMALEMPS
textual and visual solgly from guides and dicti CONTORE
the time of the implementation of Break Down, Landy had been referring to such books; RSS2 .
yet inevitably they became caught up in Break Down’s logic, destroyed, and he has since
remarked wryly that of course he has had to find replacements for such titles as Garden
and Field Weeds by Roger Phillips or Francis Rose's The Observer's Book of Wild
Flowers .
e landy-2409/artist-project-hello-weed
— —
Nourishment is a series of limited edition prints, an exhibition and a set of pages created
for this issue of Tate ine, and it an exploration of the p of what
constitutes an artwork. For the past two years, Landy'mbembomslng in little urban -

MwwmrwﬁmMSMglomaswdlasmmm»gm

residents. Collecting weeds from urban rxawvmebshcmcmcksmpavm\emsandm

oonmandvagesofwm hehaskepnhemfed
then on e

garlands — that seem t er t ¢
as well as to botanical |Ilustvztors of more recent

centuries. More lmponana, these imaﬁ play out a
: f

1/ The weeds ova "“5
Simd\ec Yo S
sdeak’ '

oAQ enevgwyy \A \ Mr\u
MAV\.} Mewa

mejolnts of the branches whlle fibrous roots extend fmrn amass at !he base of the
leaves.(Rachel Taylor 2003. Tate)

Much of Landy's work broaches a dialectic of history and the present, of politics and
For many, Break Down epitomises this. A directly subversive act performed on the
of i
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QONT\NUOUS LINE  DRAWNGS »

- . A continuous line drawing is one iﬁ which a single, unbroken line is used to
g B develop the image. As an exercise, continuous line drawing forces the artist
(?eu) to closely observe the perceived lines of the subject.
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1 did this ink drawing by doing a small initial pencil
image on a white board which | traced over. This
comparison to the initial pencil drawing. This is
was too thin which meant that the weight of

This can be improved by exaggerating the d

lines in the initial drawing. Furthermore, retaining !
painting is very important to create energy

the painting shouldn't be in the centre of the

As a result the negative space will cause a !
forward | want to try use the soluble quality
applying water which will help capture the
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ly of to the right which created a sense
floor or a table, this makes it seem
around the insect. | also think that the
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printmaking,
lucid simplifications of line, form and

Auitg W pondemis .
e  ofavVoAd ¥

‘composition; thrilling spatial vistas leading the eye into windows on nature; brilliant colour. They o e (_ W

are all underpinned, as here, by his genius freedom of graphic gesture, and his optimism. They;ean't .'\\,;\oq'ﬂ-\ e Object Y

cancel spring was his message ith an iPad drawing of - daffodi s : _— —a—
" March. The image became worl What other painter could do that? Ao - S@ v S

Namag Aeane\o “hy

He added that when lockdown came, he and his team were in a house “in the middle of a four-acre
field full of fruit trees. I could concentrate on one thing. I did at least one drawing a day.”

He kept drawing the winter trees, he wrote, “and then the small buds that became the blossom, and
then the full blossom. Then the leaves started, and eventually the blossom fell off leaving a small
fruit and leaves. All the time I was getting better at my mark making on the screen, eventually
doing, & la Monet, the water lilies in the pond.” (Monet lived in Normandy which is where Hockney
worked on this project.) M [

Badge ol Pond of wokel
\ilies

Qavde Manek

The image off. imposir

ver g effect as if you were there.
The colours ao also extremely vibrant, almost llumine-scent which is very commn i Landy’
wovkThlsalmostchildllkeuamoﬂwreaﬂymmbudsp:;:&&gwhb:hm‘sme

whole series is about.
mroughout himnrw. he's investigated new technologies and explored different ways to make
- s n 2007 before adopting the iPad and Stylus in 2010.
This new body of work - 116 works | = has been ‘palri?d.’ “on the IPad and then printed onto paper,
with Hockney overseeing all aspects of production.
Hockney has long been ij in the of the back in 2011, the RA

hosted another solo exhibition (The Bigger Picture), which focused on the Yorkshire
landscapes of his childhood through Spring, Summer, Autumn and Winter.

%, 4 t0.do these drawings b , as he red, the 'software could finally
s the absolute sensation of drawing was created - there was no disconcerting split-
second delay - and so Hockney was able to dash off these little drawings, usdally Still- Lifes.

A
l

\)Sims an \P0d Cownes wiwa ""‘“"‘3 wps MeAKiES

uw o eficiun Hotkoaey (od computie @ e w(\sdmj

and oVl Gy 0,\.3 WMOMLAY ewen od 4\'\3\1\\-

The work being displayed was produced while the Covid- i

ki played wi 19 pandemic was
“first unfoldingand Hockney; like-everyone else, was in-lockdown. His ethos,
as discussed in the book, was to focus on nature and the emergence of

fv%rrill:’g, and with this work, he urges people to reconnect with the natural

=5 Dumni tue Covid-iq,
pandewic it was easy
to folget avout "
Ourside wor\d wWaich
Hodkary wonted " 4oroxpasz
US40

:;v; gthieczﬂise. the galleries of the Royal LAcadsmy are a vision of uniformity: 116 identically
e pi I_ures by Hockney’s hyp palette of neon yellow, shocking pink,
eit-pen lime and turquoise. Which throws the emphasis very thoroughly on the small
differences between notations, which is to say, on technology.

Hockney uses the free app Brushes, and it shows in every millimetre of these huge

lenlarg_emer}ts. F0fget the virtuoso subtiety of his draughtsmanship in the 60s and 70s, or

i of his ican . What you are looki i i
limitation of his virtual tool box. = = Dol 6 the expressive

Overall the book acts as Hockney’s manifesto for how a reconnection with art

and nature could get society through much of its tribulations. “We have lost

touch with nature, rather foolishly as we are a part of it, not outside it,” he

writes in the book. “This [the pandemic] will in time be over and then what?

What have we learned?... The only real things in life are food and love, in that

order, just like [for] our little dog Ruby... and the source of art is love. | love

life."
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After he turned 80, David Hockney upped sti
farmhouse in Normandy, in search of trang 2

undisturbed and undistracted. Sowhen wm ow! v
different for the artist. In fact, as he shares in a ne ng

Cancelled, he relished the isolation as an opportunity for even greater o

devotion to his work.
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| wanted to show the unseen in reflections inspired by David Hockney pond he created on
his iPad. | wanted to demonstrate how don't see/ignore the beauty in these reflections. The
successful elements of the pencil drawing | were able to achieve the mid tones and the
flatness of the reflection. However, | was unable to achieve the intricate detail and contrast
in tone that | could in the pen drawing. This is why I'm Boing to develop my next work in pen
and combine it with an ink wash, which will allow me to achieve the flat, mid tones of the
reflections and the detail that | can apply with a pen,

T O
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C ONTINUING INK WASH

Inspired by David Hockney's cor 1 used reflection to capture the unseen-and demonstrate how
we ignore the beauty in these reflective surfaces. In my work [fig 4.] [ aimed to show the distinction
between the real and reflected world by using a rigid pattem to contrast the intricate beauty of the
mirror/reflection, inspired by how the rigid plants contrasted with the reflected reality of the pond in
Hockney's work. In my work, the convex mirtor in the train station almost acts as an escape from the
§ in which we live. The hard, vertical thythm of the barred fence represents the constraints

& " rigid world
2 —t we feel in the reality of our lives,
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| wanted to use mirrors to to demonstrate how reflections can reveal the unseen in objec
specifically used to objects that oppose each-other (the statue of Mary and a microscope). The use
of the mirror blurs the two objects which shows the grey area between science and religion
Furthermore, this is a contrast that is very extreme yet | think the use of the mirror is a
the unseen and in doing so creates harmony between the two sides. This idea shows the
importance that perspective has on opinions

This piece was inspired by the work of Richard Estes and how he uses reflective surface
different perspective of objects that are usually impossible lo see. He does this by using ref
that break up the original objects and distort the image.

I think my final piece salisfies my original statement of wanting to show unseen perspectives of
objects. However, moving forward | want to make sure to have more of the foreground in my
images so that there is a clear contrast between the smooth mirrored image and the textured
object
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| wanted to use mirrors to to demonstrate how reflections can reveal the unseen in objects. |
specifically used to objects that oppose each-other (the statue of Mary and a microscope). The use
of the mirror blurs the two objects which shows the grey area between science and religion.

This piece was inspired by the work of Richard Estes and how he uses reflective surface to show a
different perspective of objects that are usually impossible to see. He does this by using reflections
that break up the original objects and distort the image.

I think my final piece satisfies my original statement of wanting to show unseen perspectives of
objects. However, moving forward | want to make sure to have more of the foreground in my
images so that there is a clear contrast between the smooth mirrored image and the textured
object.
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Estes’s interest in representing light on transparent reflective surfaces
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FiNaL ©  SCUENCE VERSUS RELIGION .

T3

AR T

R e Y My statement of intent to reveal the unseen, this final relates to this as it shows the reflected world
which is a reality that we often do not scrutinize. My work allows the viewer to observe the window
reflection whilst also seeing what is inside of the shop. This is something that cannot be captured by
our eye in real life. The image was created using a combination of photos as this image did not exist
in real life another link to the concept of revealing the unseen.

This was inspired by Richard Estes’ reflective work, specifically Citerella 2014, in which he plays with
the concept of showing the unseen. The way Estes’ captured the detail of the reflection, the inside of
the shop and the city blocks really emphasised the idea of revealing parts of reality that we can’t see
all at once by bringing them together for the viewer to observe frozen forever in a painting. This
contrast with the reflected architecture of the city outside really emphasises to the viewer how we
are blind to fragments of our world. Landy's way of pulling the viewer in to look closer at inanimate
objects in his Nourishment series inspired the intricate texture and detail that | applied in the
external world. Landy revealed the unseen this way and | have used this technique to draw the
viewers' attention to a seemingly ordinary image. This part of my final was extremely important as it
helped to contrast and highlight the smooth reflections in the window. Hockney's Spring has arrived
work No 340. shows both the reflection and the external world in one image, this is something that
we do not usually observe, | wanted to do this in my final by having the reflection in the window
next to the external world all in one drawing.

The reflection allows the religion and science debate, a conversation that has divided people
forever, to be condensed into a single image. The two empty chairs in the external world seem to
oppose one another, representing this discussion. This contrasts the reflection which harmonises the
two ideas rather than putting them against one another.

1 think my piece was successful in satisfying my statement of intent because the contrast between
the internal reflections in the window and the external world really highlights to the viewer how

little we see in our everyday life. It shows how reflection allows us to observe the unseen world as it
combines two separate places in one window, this is something our eye cannot capture in real life.
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Personal study

REVEALING THE UNSEEN

Thas study investigates the work of three artists who
have revealed the unseen or overlooked through their
work. Michael Landy revealed the unseen beauty of
weeds, whilst David Hockney showed how the world
can be distorted to show what we don’t see through
reflections in water and Richard Estes explored how
multiple views of reality can be combined through
reflections in glass. All explore this theme through
various mediums and techniques to provide an insight
into human perception of the real world. Finally, this
study will focus on how these artists inspired my
statement of intent to reveal the unseen through my
studio practice.
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CHAPTER ONE

Michael Landy - Nourishment

&= >

[Fig 1. | - Creeping buttercup -

Michael Landy

Michael Landy’s Creeping Buttercup [Fig.1] is part of a series of etchings he produces between March and
October 2002, a col!ectlon of works Landy entitles Nourishment. The Tate gallery owns set number 9 of the
37 paper based etchings. The etchings are a big departure from his previous large scale exhibitionist installa-

tipn.s Scrapheap Services (1995) (Fig.2) and Breakdown (2001) (Fig.3) but also a return to his artistic begin-
nings and his love of drawing and scraper boards as a child.
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[Fig 2] - Scrapheap Services - Michael Landy (Fig.3) - Breakdown (2001) - Michael Landy



Matenrials:

The etchings are painstakingly created with an etchin g knife for maximum control and preciseness because
as Landy explains even the finest pens “need a certain amount of ink to come out of the nib and it always

seems to be too much.’ ! The technique is very important because it draws the eye to the extreme detail of
weed’s existence, and makes the viewer take note of a plant they would usually ignore or find invasive. The

fact the weeds are etched rather than drawn gives them a permanence that we would rather not associate with
a plant most would want removed.

Process:

Landy describes the creation of Nourishment as an experiential antidote to Breakdown, ‘like

convalescing.’? Breakdown destroys all of his worldly belongings in a very detailed and public way. In con-
versation with Lingwood one of the producers of Breakdown Landy acknowledges that both Breakdown and
Nourishment are ‘kind of self-portraits of me’. 3 The 7227 items on the inventory of Breakdown are an ex-
tremely open, exposing portrait of him as a consumer. The process of creating Nourishment is by contrast a

very solitary, meditative and ultimately painful experience. After months of etching Landy worries that he
has done permanent damage to his wrist and hand. Unlike the process of creating Breakdown he engages

Composition:

The weeds, usually regarded as misshapen, inelegant, and to be weeded out, are transformed by Landy’s
composition. They are entirely without context on a blank background, and they are the only focal point.
Their lack of colour makes them looks like ghosts of the original weeds, tying in with the idea of their beauty
being °just invisible things you see on your daily journey to work.’ 4 If Landy gives them a context of a

cracked paving stone or paints them green, the viewer’s reaction to the work will be very different. The level
of detail instead draws the viewer in, forcing them to have the elegance of these plants revealed to them.

Landy etches a wide range of urban plants with different orientations to show the diversity of the beauty we
consistently do not see. He also achieves a zoomorphic quality with Creeping Buttercup, since to my eye it
seems to have limbs and a

personality. Landy’s compositions link to Renaissance artists, Albrecht Durer (1471-1528) and Leonardo da
Vinci (1452-1519). Both artists ‘combined both scientific precision and artistic sensibility,” Sarguably creat-
ing the first modern botanical illustrations and are the first to reveal the beauty and detail in the mundane.
Examples of these are Durer’s The Great Piece of Turf (1503) (Fig.4), the title of which, as is Landy’s inten-

tion, makes the viewer question the value of this clump of grass, and da Vinci’s Studies of Flowers, pen and
ink over metalpoint on paper c. 1483 (Fig.5).

\Fig.5] - Studies of Flowers, pen and ink over
meltalpoint on paper - 1.eonardo Da Vinci

[Fig.4] - The Great Piece of Turf - Albrecht Durer



Context:

Although Nourishment is in stark contrast to Landy’s previous work in terms of the size, scale and perfor-

mance aspect of the final pieces, there are ideas and themes that are constant through his bod
ces, ther __ _ of work. I
1990 he produces Market (Fig.6) which fills a warehouse with the bare bones of a whole marsliet withoutt‘;he

produce. Landy likes the idea of putting on display ‘the everyday’, which usually goes unnoticed. Without

t}}e Produce the room has a sad, haunting quality but also a structural strength and independence. Something
similar can be said of the weeds he plucks from their habitat and lays bare roots and all.
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[F1g.6] - Market - Michael Landy
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brings to the fore things which do not sit well next to our neat polished image of western society, things we
would not rather see. The weed fits in this category, it is he often says ‘a plant out of place,” and more than
that 1t 1s a representation of man’s loss of control of his environment.
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[Fig. 7] - Closing Down Sale - Michael
Landy




| think the critical success of Breakdown finally lifts the burden of having been a gontemporaryﬂof the other
Young British Artists he graduated alongside from Goldsmiths College, like Damian Hurst. Retlecting on |
Freeze (1988) he says, Damien Hirst used him as a dnver. “I had a Beetle. So when Darm?n put on Free‘ze 1t
was me ferrying everything around.” 7Whilst other artists are feted like rock stars he remains by comparison
in the shadows. The etchings and the physical pain he experienced making them, can alsq been seen as a re-
flection of his identity within the art world and amongst the YBA's. The YBA'’s are a particularly commercial

group of artists whose success is embedded 1n ‘
Western consumerism and greed. All of Landy’s work targets this consumerism, and consequently the value

placed on the YBA artworks. Nothing could be more representative of this than his Art 5in (2010) to chal-
lenge the value we put on art.

Breakdown s success gives him the confidence to strip it all back and reveal why he is an artist. His drawings
of urban plants are an eloquent self-portrait revealing how Landy feels about his place in the world. The mul-

tiple rejections at Goldsmiths probably make Landy feel like ‘a plant out of place’8 by the time he got n.
Landy identifies with the stoical nature of weeds, and clearly likes that they are a nuisance, entrepreneurial
and don’t need much soil to survive. He even comments on how hard they are to grow in nice fertile sotl,

preferring a more hostile environment. This could be Landy himself struggling in the excesses of western
consumerism, he says it 1s ‘a big weight around your

neck ... to traipse around in Western society without any possessions. I needed the basics to carry on living
and working.’ °

Landy’s works since Nourishment, such as Welcome to my world (2004)(Fig.8), in which he paints various
parts of his aged father’s “ugly’, withered body, again confront what society regards as unacceptable to see.

Landy’s previously physically strong father was crushed in a mining accident in 1977 and had to give up
work. His father like many miners after Margaret Thatcher shut down the mines, were societies’ cast off and
downtrodden as capitalism and consumerism took hold. But they continue to live in the cracks unseen by
society, much like a weed with just enough nourishment between two bricks.

[Fig 8] - Welcome to my world - Michael Landy

Response:

I really like the detail, precision and beauty Landy creates in Nourishment, but as a stand-alone piece of
work the etchings could risk being viewed as part of a study for a botanical journal. However as a part ot a
large body of challenging, confrontational, thought provoking work they mean so much more. They enable

him to keep getting his message across about the ‘everyday’, the ‘unseen’, and the ‘value’ we place on things
but in a quiet and traditional artistic medium. Nourishment for me is Landy flowering as artist, knowing that
his place in the art world is as a disruptive element, a nuisance, never quite fitting in, ‘a plant out of



David Hockney - Spring Cannot be Cancelled (2020)

Ice at what we might miss. No. 340 [Fig. 9] of the

| | his skill at revealing the depths of nature that often
go unseen. Spring Cannot be Cancelled is created against the backdrop of lockdown which alters the eXperi-

ence of producing the work and inevitably the message behind the work too.

[F1g 9.] - Spring Cannot be Cancelled No.
340 - Michael Landy

Materials:

Hockney starts do these drawings because, as he explains, the ‘software could finally follow the hand’ (10)
without a disconcerting split-second delay creating the absolute sensation of drawing. With new little brushes
Hockney got Apple to design for him and ‘little shapes and things... I feel I’'m painting’ (11) Using the iPad is
a compromise Hockney thinks he had to make because although he regards the arrival of spring as a ‘classic-
al” subject ‘it can’t be done in one painting’ (12) The iPad enables Hockney to capture the slow change and
reveal the transition of spring something Hockney had missed for 20 years when living in California. Illus-

trating these transitions is similar to time lapse photography where the aim is to show the viewer the subtle
changes over a longer period of time.

Process: '

The use of the minimalistic iPad and pen, reflects the idea that during lockdown is stripped back to the bare
essentials for everyone. It is a very spartan process and Hockney uses no photographic evidence, to maintain
true to what he is seeing with his own eyes. It is often just him sitting alone in his truck with the ipad and pen
watching his subject. And just as an artist puts layers of paint on a canvass to reveal the character of the sub-
ject, Hockney’s quick iPad paintings layer on top of each other to reveal the true character of spring.
Interestingly Hockney feels the need to almost defend the process of working with the iPad. <As Hockney
himself notes: working on the iPad requires the ability to

draw and paint. Each work — which has been printed far larger than the screen on which it was created — al-

lows you to see every mark and stroke of the artist’s hand’(13) As part of the creative process the iPad allows

him to blow up small areas of the paintings so he can work on them in great detail. I think this technique
must have been key to creating the slight movement in the reflection of the pond water.



Composition:

The image seems to be cut off which creates a very imposing effect. Depth i_s created in the painting thlioul%h
the transition from bright colours in the background to the darker more detailed for:eground. There is a lac
of negative space in the painting and it is cramped in to the frame, seemingly wanting to burst out. The effect
1s that of experiencing Hockney’s intimate view yourself. .

The reeds and overhanging plants are very vibrant and two dimensional giving them a 'rea'l boldl'less.' Th}s
bold reeds are the first thing that strike you through adding a youthful energy to the painting which ties in
with the positivity of the statement spring cannot be cancelled. The vibrancy and simplicity of the markt
making of the reeds are key to making the blue/green colour of the pond standout. They are pqsmoneg di-
rectly above the brightest section of the pond thereby creating a colour focal point of the painting. This th§n
draws the eye down to the intricacies of the lily pad, which with its quickly drawn circular marks, which tie
in with the geometric reeds. The subtlety and depth of the painting is in the reflecting water which engages
the viewer to 1imagine what is causing the reflections.

The quality of the reflection is created by the way Hockney tones down the colours and blurs the edges of his

line making. There 1s probably a blossoming tree to the back right of the pond based on the darker shadows
and the clustered light dots in the foreground. The markings to illustrate the blossom blur the line between
what 1s seen directly or in reflection. Is the blossom still on the tree or is it floating on the surface of the
pond? Reflecting water both hides and reveals images because it is not like a mirror, a quality which Hock-
ney tries to capture on the iPad. To the left there are markings in the water moving in an arcing fashion, hint-

Ing at currents in the water or perhaps fishes just visible. These marks reveal that there is energy and life be-
low the surface of the pond but only if you look carefully

The luminescent use of colour brings vibrancy to the painting and makes the viewer think “that is a
Hockney.” Hockney’s gift is to capture the most positive reflection of what he is seeing through colour. He
does the same thing with his use of blues and turquoises when depicting life in L.A. His iPad composition
340 compares to his more traditional works, as evidenced by Pool and Steps (1987) [Fig. 10], an example of

simple mark-making of the plants in the background against the huge attention to the quality of the water in
the foreground.

[Fig. 10] - Pool and
Steps - Michael
Landy




Context:

Spring cannot be cancelled emerges from an idea

. , that had b ‘ | -
with the new iPad tools is to paint spring, O RO R plan for 2020

his particular motivation being to reveal the colour green ‘getting

0l d this work in ad-

| - . Having no visitors he describes
ccomes an antidote to the anxiety of the time, “We need art, and [ do

as a ‘l?oon’ to him and painting spring b
think 1t can relieve stress,”(15)
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eo/painting. Both these pieces intrigue Hock-
w them you notice something new as your eye

emerges. In painting 340 Hockney is thinking of Monet, ‘All the time I was cetting better at
Ing on the screen, eventually doing, 4 la Monet, the water lilies in the pond gewng my mark mak-

[Fig. 13] Hockney like Monet presents both the depth of the water and the reflecti
_ : : _ _ ection of the tre th
plane. It is a complex image which the mind often chooses to leave un-investigated. e
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Claude Monet
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Citerella (2014) - Richard Estes
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|Fig. 13] - Cliterella (2014) - Richard Estes

Intro

Richard Estes’ paintings generally consisted of reflective, clean, and inanimate city and geometric land-
scapes. He 1s regarded as one of the founders of the international photo-realist movement of the late 1960s a7
Since 1966 Estes produced approximately 400-500 paintings. His works are held in notable museum collec-
tions including the Whitney Museum of American Art and The Solomon R. Guggenheim Museum in New

York City. |
Materials properties

He used only 12 basic colours 1n his paintings including Citerella (2014) [Fig. 13] He calculated the perspec-

tives and vanishing points very accurately using a T- square and his geometric easel to create the depth of the
picture. Once the structure of the composition is defined and accurate he stretched the canvas.

Materials Technique/ process

Estes said “one painting equals 150 photos” which shows the amount of time he spent observing the details
and the unseen parts of his environment, this is further emphasised when he said “I don’t look for anything in

particular, because everything is an accident [...] you just sort of need to keep your eye open and then snap it
betore 1t disappears™ [2.28], this process shows Estes clearly put a lot of thought into revealing things that go
unnoticed. Furthermore it reveals the importance of photography in his work as Estes argues it is useful to
use photographs since “your eye tends to filter, you decide to look at certain objects” [31.00 mins] He also
took photos because it “saves the trouble of dealing with other people” working in New York would lead to a
lot of distractions so taking pictures and working at home allows for a better experience for Estes and a more

#, successtul end result [4.34]. Estes believed that his art is in the transformational process from the photo to
/ the end result.

This separated him from other photorealists as he is changing the image from something that everyone sees
all the time into a composition of photos, a composition that could never be seen together 1n real life (not the
real world). Estes applied the first layer of paint to soak into the canvas, then builds it up to three layers.
Estes says “I just give up” [16.30 Jwhich is when he knows he is finished. This links back to the way he

doesn’t aim to perfectly capture the content in his work, he has his own input which makes it unseen in the
real world.



Form and composition : content

Estes used objects we deem as uninteresting Or unappealing and mmed them into flawless paintings of,”an‘ “I
have taken the most boring subjects in a way that | could and sometimes they gt;e the most interesting.
[1.58], this quote shows how the content of his work 1s not what is important, 1t'S the way the content trans-
formed from his photos to the final product.

Estes does not see himself as a photorealist as he doesn’t show what we actually see, as h1§ paintings “have
wonderful, soft, delicate, even abstracted things that are not totally perspectival” [8.35], this abstracted
nature comes from showing a depth to the picture that 1s impossible to see in real I fe such as the reflections,
the real objects and the window frames all at once. His work teaches you “how to see and perceive the famil-
1ar in new ways”

Estes avoided concentrating on grand monuments unless commissioned. He preferred to capture the envir-

onment at the time, his art almost seems to document the change in time as he says “everyday architecture 1s
what makes it really interesting” [12.00]

|F1g. 14] - Citerella (1992) - Richard Estes

fuhs you can see here, Fhis Citerejlla by Richard Estes was done in 1992 [Fig. 14] and the other in 2014, and
ere is clear change in the environment at the time and approach that Estes has taken You can see how in the

later piece [Fig. 13]. The inside of the shop can be seen rather than just the reflection of the buildings. The

waa]y the lights in the shop interact with the reflection makes it a far more captivating painting than the origi-
nal.



Form and composition : Structure

Estes also liked to alter the content in his

compositions. "Often he's putting two and
three photographs together in order to create

a complete image]... |He composes it.” May
said, Which makes the painting even more
interesting because it is a view that nobody
will ever see in real life. [https:/www.n-
pr.org/2014/12/16/369635057/painting-or-
photograph-with-richard-estes-it-s-hard-to-
tell?t=1640689711453] (16)

For instance he added red curtains to intro-
duce colour into this piece Cafeteria [Fig.

15], as he said it needs more colour, demon-
strating the way he structures his composi-

tions.

In Citerella [Fig. 13] there are many differ-
ent focal points in the composition which
can’t be seen 1n real life which is why he
doesn’t refer to himself as a photorealist.

tographs to make illustrations. I saw all the other people were doing i1t—they didn't put a model in front of
them and make a careful drawing.” [http://www.artnet.com/artists/richard-estes/] (17), He also tried his hand

at expressionism but he said it was a disaster. He tried to be an artist professionally when he was unemployed
for 6 months, he was rejected from everywhere because abstract expressionism was more prevalent at the

fime.

|Fig .
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16] - Nighthawks - Edward Hopper



After Estes came back from Europe he studied at Chicago art inotitute which held Edward hopper’s
Nighthawks [Fig. 16]

Estes said “It was always considered sort of a sin to to use photos for your worlf” [11mins] howeyer he was
inspired by artists * work such as Edgar Degas [Fig 19.] and Edouard Manet [Fig 20.] who he beheyed useq
photos in their work which became popular in 1840/50. This shows that Estes’ use of photography 1s not ori-

ginal however he had taken it to another level with the quantity of photos he took which is what makes his
work 1conic.

Comparing Estes to photo realists such as Jason de Graaf you can see the difference in approach [Fig. 17].

De Graaf focused on achieving extreme levels of accuracy, focusing solely on the object’s aesthetic rather

than the experience that Estes wants to create for the view-

|Fig 19.] - Railway - Edouard Manet [F1g 20.] - The dance class - Edgar Degas

Whilst photorealists focused on high accuracy expressionist art was also extremely popular. This lead to
Estes struggling to get work since his art was a combination of both. Estes’ did not consider his art as

photorealism and says his art “is the way to being an abstract expressionist at the same time as a super-real-
1st” .On the other hand he could be seen as a realist when comparing the similarity in the aims and process of
his art with realist Avidor Arikha’s work [Fig. 18] “Trying to stabilise a sight in the midst of an unpredictable
frequency of markings, [Avidor] Arikha’s work is all concentration and breathes an air of scrupulous impro-
visation and anxiety:” to paint from life at this point in time,” he argues, “demands both the transgression

and the inclusion of doubt.” * Here I believe that Estes could be considered a realist as he too, in his own |
way, shows transgression and inclusion of doubt. He shows the truth of what he sees and matins accuracy in
the objects he paints. However, this inclusion of doubt that Arikha mentions can also be seen due to the way

he does not not show the real world as his art is only as he perceives it to be and the way constructs it. Robert
Hughes, shock of the new, page 420 18) "



¢ [Fig. 17] - Strawberry Painting - Jason [Fig. 18] - Rhubarb - Avidor Arikha
De Graft

Response:

[ find Estes art extremely influential when it comes to revealing the unseen, the way he shows the contrast of
the reflected world which our eye can’t capture with the surrounding, external city is something I want to

explore further. Estes says “ I don’t think about the subject matter that much anyhow, its usually just how to
render things and sort of make it look like what it should look like” [48.50 mins], however I think this makes

the content even more important as it shows how these mundane objects can become transformed which

links back to Michael Landy’s Nourishment. His art is a way of “dealing with the ugliness” [53 mins] which

really interests me as it demonstrates how the process of turning mundane and unseen objects into paintings
1s the actual art.



[ was drawn to the idea of revealing the unseen by Michael Landy’s ‘Nourishment” series in which he reveals

the elegance of inanimate objects that we either perceive as un_attractive irritants, or 1gnore. Landy tra;s-
formed weeds into beings with personality and identity which 1s an aspect of them which we do not observe.

This is particularly apparent in ‘creeping buttercup’ [fig 21]. He used etching to obtain imrpense detail down
to the hairs on the stalks that we never see, revealing the beauty of this down trodden and ignored plant.

In response to Landy’s work, I wanted to explore
this concept of revealing the unseen beauty in
traditionally repulsive objects [fig 22]. I substitut-
ed his use of weeds for insects and spiders, which
are similarly, 1f not more, repulsive to people.
Following my statement of intent, I wanted peo-
ple to look closer than they ever had at these in-

e, sects by making them extremely large and as in-

» tricate as possible, revealing their delicate aes-
thetic that is so often ignored. I think that the al-
ternative perspective of the insects in this work
shows the influence that context has on our out-
look towards the world, suggesting that if we

change our viewpoint on life, unseen parts of our
world will be revealed.

[Fig 21 .] - Michael Landy - Creeping buttercup

Moving forward, I wanted to explore the way I could use re-
flection to achieve my aim of revealing the unseen. David
Hockney’s work in ‘arrival of spring’ that he completed dur-
ing the Covid pandemic is an example of how reflections can
reveal the unseen. He built up his skill on an 1Pad daily, even-
tually leading him to painting n0.340 [Fig 23.] which I be-
lieve was his most impressive of the series. Its focus was on a
pond, as it ignores the surroundings that we normally observe.,
instead focusing on this distorted view of reality that is in the
pond’s reflection. He clearly plays with the unseen world as

Landy did, however he approaches it differently and it be-
comes a distortion of our everyday life.

Inspired by David Hockney’s concept, I used reflection to
capture the unseen, ahd demonstrate how we ignore the beau-
ty in these reflective surfaces. In my work [fig 24.] I aimed to
show the distinction between the real and reflected world by
using a rigid pattern to contrast the intricate beauty of the mir-
ror/reflection, inspired by how the rigid plants contrasted with
the reflected reality of the pond in Hockney’s work. In my
work, the convex mirror in the train station almost acts as an
escape from the rigid world in which we live. The hard, verti-

cal rhythm of the barred fence represents the constraints we
feel in the reality of our lives.




[fig 23.] - David Hockney — No 340

Citerella 2014, [fig 25.]

“use of reflection in Citerella 2014, [fig
een as 1t allowed the viewer to observe



, NS ] in Citerella 20 ] 4
s - A 3 Estes’ reflections 10 glass in C V14,
[n response to Hockney's use of reflected distortion 1n \:it:fr] eand(eld e d by composiﬂg 4 still life featurin o2

[ wanted to explore the contrast between the real and th | : . statue are ODDO-
statue of The \I;irgin Mary and a microscope [fig 26]. In the ‘real wo_r]fi th:{ mlcroesrci)lfee cgliigforted reﬂectil())ﬂ
sites that contrast one another: objects that represent science and religion. HOWEV B eating lié
merges them to the point where this contrast is not visible anymore. This links to my ai 3¢ oo £ worllh dnd
unseen as it again shows, like in Landy’s work, the importance of perspective on our vic '

how we ignore parts of our reality which 1s something that Estes showed in his reflections.
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[Fig 27.] - My Final - Religion Vs Science

My final piece [fig 27.] was inspired by Richard Estes’ reflective work, specifically Citerella 2014, m which
he shows the unseen. through the detail of the reflection; the inside of the shop and the city blocks really em-
phasised the idea of revealing parts of reality that we can’t see all at once by bringing them together tor the
viewer to observe frozen forever in a painting. This contrast with the reflected architecture of the city outside
really emphasises to the viewer how we are blind to fragments of our world. Landy’s way of pulling the
viewer in to look closer at inanimate objects in his Nourishment series inspired the intricate texture and detail
that I applied in the external world draws the viewers’ attention to a seemingly ordinary image. This part ot
my final was extremely important as it helped to contrast and highlight the smooth reflections in the window.
Hockney’s Spring has arrived work No 340. showed both the reflection and the external world in one 1mage,
something that we do not usually observe. In my final, I wanted to contrast the reflection in the window with
to the external world all in one drawing. The content of the reflection opens up the religion versus science
debate, a conversation that has divided people for millennia, to be. The two empty chairs in the external
world seem to oppose one another, representing this discussion, which contrasts the reflection with the two
opposites of the church and the pharmaceuticals fused harmoniously in the reflection.

[ think my piece was successful in satisfying my statement of intent because the contrast between the internal

reflections in the window and the external world really highlights to the viewer how little we see 1n our
everyday life. It shows how reflection allows us to observe the unseen world as 1t combines two separate
places in one window, something our eye cannot capture in real life. My work highlights how we do not ob-

serve parts of our world and aims to reveal the unseen world to the viewer. By using visual contrast between
the real and reflected world 1 have shown a different perspective of what we see everyday-
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