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ABSTRACT 

 

 

My still life paintings act as a metaphor for the way mankind relates to reality, by 

containing and distorting it. The glass jars in these paintings obscure the view of their 

surrounding objects, representing the way we alter reality through the lens of perspective, 

which I use in terms of a mental view rather than a spatial relationship. This thesis draws 

on Normon Bryson’s theories in Looking at the Overlooked, as well as the practices of 

artists Audrey Flack and Janet Fish to support my attempt at illustrating the subjectivity in 

how we view the world. My goal is to document our culture’s sensitivity to individual 

perspective, as well as the analytic trend in art towards this distortion. 
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INTRODUCTION 
 

 
 
I placed a jar in Tennessee, 
And round it was, upon a hill. 
It made the slovenly wilderness 
Surround that hill. 
 
The wilderness rose up to it, 
And sprawled around, no longer wild. 
The jar was round upon the ground 
And tall and of a port in air. 
 
It took dominion every where. 
The jar was gray and bare. 
It did not give of bird or bush, 
Like nothing else in Tennessee. 
 
- Anecdote of the Jar, Wallace Stevens 

 

Written in 1919, the meaning of this poem is still debated. Critic Janet McCann 

attributes it to the fact that assigning any one identity to the jar damages the depth that the 

poem carries (McCann 2429). Upon reading it myself, after having already begun 

painting jars, I saw it as an analogy for the way mankind relates to reality, by containing 

and distorting it. Both cases make Stevens’ poem the perfect representative for this thesis 

because they reference an indefinite nature of reality that stems from inherently 

subjective points of view. My interpretation, for example, was directly influenced by the 

idea that everyone perceives the world differently, their perception determined by the 

unique compilation of knowledge and experience that each individual possesses.  

Subjective perception is a topic addressed within the art world. Interpreting art is 

much like Wallace’s jar in the wilderness. The viewer stands as the jar before a work of 
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art and filters the information creating their own distorted version. Art critic John Berger 

addresses this process often in his career. He deals with how the impact of an art work is 

variable, and depends on both the context in which it is being viewed as well as the 

knowledge and background of the viewer (Berger 8-11.) 

The overall sensitivity to the subjective perception of art and reality is what 

inspired my still life paintings. Each one deals with the distortion of appearances, either 

through stylistic devices such as paint handling and the manipulation of visual 

information, or through the subject matter, which consists predominantly of glass 

containers that obscure the imagery behind them. The images are all static, providing a 

stabilizing format for presenting these mentally engaging topics. By painting still life, I 

also utilize the genre’s history as support for my themes of subjectivity and analysis. 

However, despite the still life subject matter, the real subject in these paintings is 

the distortion. Contained within the vessels, the distorted imagery represents each of our 

subjective realities. Presented as paintings, the distorted imagery represents our analytical 

approach to perspective not only through the artist’s observation of the distortion, but 

also by inviting the viewer to contemplate and reflect on these ideas. 

 



 
 

 3

CULTURAL RELEVANCE 

 

The idea of reality being subjective and distorted by our own perception is a 

remnant of postmodernism. Postmodernism taught us that “our understanding of the 

world is based, first and foremost, on mediated images” (Heartney 7). To be mediated 

implies a mediator, who orchestrates the information based on their limited understanding 

and point of view. The imagery passed down is not a complete account of the original 

source, but rather a summary told from someone’s perspective. History was seen as a 

compilation of these mediated images, not representing truth, but rather a mythology, 

relative to a specific lineage of selected imagery. Because of this, truth became a matter 

of perspective, and nothing could be concretely defined.  

We have somewhat moved back towards accepting the truth and reality that 

postmodernism rejected. “The real has returned in forms that reveal a shift of 

consciousness enacted by postmodernism. It is no longer possible to imagine that history 

takes a single course, or that the reader is not an essential component of any text” 

(Heartney 77). Though we accept once again that there is a truth, we are attuned to its 

subjective capabilities, and the resulting inconsistent reality we share. The influences 

over our perception of reality range from broader modes such as the culture to which a 

person belongs, to more individual modes of specific experience. Each person is a unique 

compilation of these factors, which personalizes how he digests information. To 

complicate matters, we live in a world becoming more and more global, where cultures 

mix and overlap. Our technological world has also provided an abundance and 

availability of information, making the backgrounds of each person more diversified. 
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Society’s awareness of this state pushes us to consider these factors when we approach 

understanding a subject, resulting in an ongoing quest to identify the distortion that 

perspective creates.  

For example, feminism and multiculturalism have been absent from most of 

history. The world was represented and recorded by the wealthy white male 

demographic, neglecting the perspectives of women and other ethnicities. Our society 

tries to remedy this imbalance by considering these perspectives in our contemporary 

world, giving a voice to those demographics that had previously been neglected. When 

this consideration gained popularity during postmodern times, “the other” became the 

phrase that represented all those perspectives that were historically overlooked, 

referencing anyone who is not wealthy, white, and male. 

Our society’s awareness of people’s diverse perspectives is what drives my still 

life paintings. The imagery is always distorted in some way, which refers to the idea of a 

subjective reality, and our inconsistent perceptions of the world around us. The act of 

painting these distortions refers to our culture’s concern for these matters. By painting the 

contorted images that glass creates, I am imitating society’s careful attention to 

subjectivity.  

Because of this, it was important to capture the image from life. Instead of relying 

on a photograph of the glass’ distortions, the paintings were completed from direct 

observation. If a photograph were used, the image would have been concrete and fixed. 

Painting from life let me experience the constantly shifting distortion based on the slight 

movement of my position. The resulting image is a composite of these variations, more of 

an approximation of the distortion than a faithful representation. In this way, the image 
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takes on a second layer of distortion. The objects are not only obscured by the glass in the 

still life, but by my own perception, and make the act of painting representative of how 

we distort reality. 

Presenting the images as paintings further distorts the imagery because it is 

subjected to the viewer’s interpretation. Certain paintings have almost completely 

obscured the forms of the objects lying behind the glass, leaving the viewer to speculate 

on what the distortions represent. In Still Life (figure 5), red, amorphous blobs float 

within the painting’s glass jar, which could conjure up ideas of roses or apples. Point of 

View (figure 2) portrays six jars in its composition, most of whose distortions are 

recognizable as kitchen products such as cocoa powder, baking soda, or non-stick 

cooking spray. There are a couple forms however, which are more vaguely depicted. The 

viewer knows they are some sort of kitchen pantry ingredients, but is ultimately presented 

with an image too distorted to discern. 

John Berger’s short series, Ways of Seeing, demonstrates how our consumption of 

art is like viewing it through glass (Berger 16-21.) Berger systematically points out the 

ways visual information, such as a work of art, can be skewed or changed completely. 

Because of how accessible images are today, the factors that contribute to the experience 

of viewing a painting are staggering. Paintings created for specific placement in a home 

can be seen in advertisements, on websites, or printed in books. In each instance, the 

context is changed, and can further be affected by which images or sounds precede, 

accompany, or follow viewing the painting. Even if the painting were to be seen in its 

intended location, the difference between each viewer’s perspectives will inevitably 

distort the experience. 
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Because of the subjective quality of interpreting art, it is imperative for artists to 

be conscious of the ways in which their artwork can or might be viewed. This isn’t 

necessarily a new concept. In the Renaissance, religious paintings frequently had multiple 

layers of meaning that would appeal to the different classes of society. The artists tried to 

create a tailored viewing experience for each class. For instance, a religious image could 

be visually accessible to all classes, but contain details such as text that would appeal to 

the higher classes privileged with literacy. Today however, with cultures mixing, and 

information more abundant and available than ever before, the range and scope of how 

varied each person is makes it nearly impossible to create distinct layers of meaning.  

I address this situation directly in The Critique (figure 8). In this painting, a 

segmented bottle is placed in front of another painting. The imagery is so distorted, that 

the painting looks more abstract than representational. Each segment of the glass distorts 

the image differently, representing how varied the interpretations of a single art work can 

be. The painting was cropped to the edges of the bottle so that only the distortion is seen, 

which illustrates how our perception of art only exists through the distortion created by 

perspective. 
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SUBJECT RELAVENCE 

 

The overarching themes of subjectivity and distortion tie this body of work 

together. However, the paintings are also connected by subject matter, and the overall 

still life genre. The genre itself contributes to the idea of subjective reality and our 

analytical mindset towards it. For one thing, it provides a good counter point for the 

chaotic ideas of shifting perspective. Because still life is based on the material world, it 

stabilizes the more abstract thought of inconsistent reality. There is a concrete object to 

hold as a vision while contemplating subjectivity, and our scrutiny of it.  

This is particularly helpful in the paintings that have jars or bottles set up in a 

row, due to the confrontational encounter with the audience they create. Each painting 

that employs this approach has a shallow depth of field and a clean background which 

pushes the concept of the painting into the viewer’s space. Just as a viewer approaches 

the image to study its qualities and meaning, the jars approach the viewer, confronting the 

viewer with themes of subjectivity and distortion. 

Several paintings are constructed this way. Point of View, for example, has six 

differently shaped jars lined up in front of miscellaneous kitchen products. The 

distortions seen in the jars are painted realistically, but everything lying beyond the jars’ 

edges is reduced to shapes of flat color. Approaching the topic of subjective reality in this 

manner is fairly blunt, and delivers the message forcefully. Reality in its true form is 

intangible, and exists only as it is perceived: fragmented and distorted. However, the still 

life itself is very static and mundane, which allows for the concept to take precedence. 

The imagery is intentionally quiet to counterbalance the mental noise it creates.  
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Still life is also misleading. Even when objects are heavy with symbology and 

underlying meaning, on the surface they exist only as a painting of grapes and bread. In 

this way still life provides a tension that replicates the experience of looking at the world 

and trying to find the subjective realities that lie within. Still life paintings are comprised 

of superficial objects familiar from our world, and yet require further consideration to 

decipher their underlying meaning. Reality requires the same consideration. Our initial 

perception of it is superficial. The distorting effects of perspective must be taken into 

account in order to achieve a better understanding. 

Still life’s rich and complex history also serves to represent the analytical mindset 

of our culture and ideas of perspective. The genre has existed in painting since antiquity, 

and has been debated as a legitimate form of art for just as long. Normon Bryson opens 

his book Looking at the Overlooked by asserting that still life is neglected in current 

critical discourse, despite its obvious place in our cultural history. “It has always been the 

least theorized of the genres, and when the academies that launched the first theoretical 

accounts of painting came to mention it at all, they did so sparingly: still life was always 

at the bottom of the hierarchy, unworthy of the kind of superior attention reserved for 

history painting or the grande maniere” (Bryson 8).  

The idea of still life ranking low on the hierarchical scale of subject matter is 

largely due to the fundamental nature of the genre. It stands in direct contrast to the 

“higher” genres that revolve around depicting ideals and human importance (Bryson 60). 

This contrast is explained in terms of megalography, “the depiction of those things in the 

world which are great,” and rhopography, “the depiction of those things which lack 

importance, the unassuming material base of life that ‘importance’ constantly overlooks” 
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(Bryson 61). The great legends of the gods, battles of heroes, and crises of history that 

history painting stands for contrasts the mundane still life. 

As a more lowly regarded genre, still life has functioned as a student exercise, 

used to strengthen the skills of an artist before moving on to more distinguished genres. 

Artworks such as Philip Galle’s A Painter’s Workshop (figure 14) illustrate this. This 

etching depicts a master painter’s atelier, and the various activities that take place within 

this workshop. The people comprising the workshop included the master painter, his 

assistants and apprentices. In his etching, Galle depicts three genres of painting: still life, 

portraiture, and history painting. The artist working from a still life in the foreground is 

the youngest, or at least the smallest in hierarchical scale. This demonstrates how artists 

learned to paint and draw from inanimate objects as practice for painting from life, and 

ultimately from imagination as a master painter. 

The perceived inferior nature of still life also made it the first genre available to 

women artists. Historically, still life was deemed an appropriate genre for women 

“because it was ranked as the lowest form of artistic life, of course below the painting of 

biblical, mythological and national subjects, but also below portraiture and landscape, 

even below animal painting” (Bryson 175). Women were prohibited from painting the 

higher esteemed genres in general in order to prevent them from achieving the same 

status as male artists. Figure painting was particularly forbidden, as it would involve 

studying the nude, a practice seen as unfit for a lady. Even though this delegation 

occurred because of prejudices already in place against still life, it only strengthened the 

stigmas associated with the genre. 
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Because still life was historically undervalued and overlooked, it appeals to our 

society’s consideration for the perspectives that history neglected. By painting in this 

genre, its status reinforces the practice of analyzing distortions in perspective. Just as our 

society considers the perspectives of women and ethnic “others,” I consider still life – the 

“other” genre in painting.   

Still life has experienced periods of status among the arts, but as a result of artists 

and culture opposing the “higher” functions in art. In the late-16th Century, Juan Sanchez 

Cotan began a series of still life paintings that deliberately denied the “normal human 

priorities” in favor of the mundane, overlooked details in life (Bryson 63). The style in 

which Cotan painted helped to communicate his intentions. In these still life paintings, 

such as Quince, Cabbage, Melon, and Cucumber (figure 15), he rendered his objects with 

complete and exact detail that forced the eye to consider what would otherwise be 

overlooked. His style was meant to retrain vision to really see and consider those things 

right before us, and not simply to see the world through a blur as we contemplate the 

higher ideals. 

In order to evoke ideas of the unimportant, the still life should retain an air of the 

mundane that relegated it below the higher genres of painting. There are some 

contemporary artists who have done an excellent job of revamping still life into a more 

modern and exciting edition of the genre. This would negate the purpose of this thesis 

however, which is concerned with the overlooked.  

Janet Fish and Giorgio Morandi are two still life painters whose qualities fall 

more in line with my goals. Fish addresses still life in much the same way as Cotan. The 

objects in her still lifes are contemporary, but those that are overlooked by our own 
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society. Her style of painting also echoes Cotan in her enormous attention to detail. What 

seems like it would be a simple flower still life explodes on the canvas with a 

bombardment of information in Apple Blossoms, Gold Bowl (figure 16). Her paintings 

function as an exercise in seeing, both for the artist and the viewer. Katz quotes Fish on 

her thought process in beginning her still life career (15-16.) 

I was discovering things I didn’t know when I just stared straight at 

something. Once I’d been painting for a while and looking as something 

for a while, I started to see what I didn’t know was there originally, in the 

way it looked. Then I would try to define what I was seeing and interpret 

it. I would be quite surprised after a while at what was there. 

Even though this strongly echoes Cotan’s desire to reinvent the way we see 

objects, Fish’s approach was also influenced by the abstract art she studied as a 

student at Yale (Katz 17.) Her objects are simplified into basic shapes, showing 

how the practice of paring down visual information could apply to styles of 

painting other than pure abstraction. 

Similarly, my paintings employ the exercise of looking at objects while 

demonstrating conceptual relevance to contemporary art and society. Both Fish 

and I paint the genre of still life and practice careful examination of visual 

information, each reflecting some characteristic of our time. 

Janet Fish’s glass paintings that she became known for, such as Maud M’s (figure 

17), were particularly inspiring to me. Within one of her glass vessels, shape and form 

become abstract and distorted, despite the transparent quality of the material. This 



 
 

 12

provided the perfect illustration of how reality can become twisted through our 

interpretation of it, and led to my own pursuit of painting glass. 

Morandi approaches the mundane in a very different way. His paintings, such as 

Still Life (figure 18), are quiet, understated. Where Cotan overemphasizes details to catch 

his audience’s attention, Morandi appeals to us with “strange, enigmatic puzzles.” His 

goal was to “liberate the objects he painted from their everyday reality” (Abramowicz 58) 

even though his art is based on responses to the visual world. This is another way of 

disrupting the lazy observer from passing over the mundane. The viewer is presented 

with an unexpected representation of objects that breaks up the monotony of seeing.  

One way he creates this strangeness is by obscuring the physical space his still 

lifes exist in. The horizon is sometimes removed by elevating the objects on boxes 

beneath brown paper, or blurred by using a screen (Abramowicz 8.) I used this technique 

in certain paintings along with my own stylistic devices in order to create a visual puzzle. 

In Point of View, for example, the jars sit in an ambiguous space. There is no horizon 

line, and aside from the spacial perspective given from the lines of the illuminated section 

that the jars sit in, there is nothing concrete about the setting. This heightens the unsettled 

feeling from only being able to see the distortions through the jars.  
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STYLISTIC RELEVANCE 

 

Even though all of the paintings in this thesis are still life and share common 

subject matter, they vary quite a bit stylistically. Some are traditionally composed, with 

the jars placed in organized settings with other objects, conveying a tangible space with 

solid objects. Others, like The Critique, which only shows the distortion created by a 

segmented glass bottle, are nearly abstract as the recognizable characteristics of the still 

life are obliterated. A range in the color palette also separates the paintings from each 

other. The Crowd (figure 7) is by far the most colorful, with a red and blue-green 

combination that vibrates on the panel, contrasting the predominantly white paintings, 

The Historian (figure 3), and The Horizon (figure 9). Even the dimensions of the 

paintings are noticeably different. The Historian is a mere 8x10 inches, its small scale 

emphasized by the tiny jars in the center of the panel. The Crowd, on the other hand, is 

3x4 feet, with its jars spilling out of the picture frame. There are long and skinny 

paintings, such as The Critique and The Horizon, which measure 48x12 inches and 96x12 

inches, respectively, as well as the square dimensions of One Gallon (figure 6).  

The paint handling is varied as well, ranging from economic brushstrokes 

denoting form to very realistically rendered imagery. Each approach makes a different 

statement about the painting, and addresses the themes of distorted appearances and 

subjectivity in its own way.  

Long Story Short (figure 1) has highly detailed and realistic painted imagery. In 

this painting, the majority of the panel remains unpainted, white from the undercoat of 

gesso. The entire still life scene was drawn in with graphite, and then selected objects 



 
 

 14

were painted to completion. This approach was to illustrate how our understanding can be 

incomplete, and distort our perception. Even if certain details are fully understood, the 

entire scene remains intangible. Two of the objects painted were transparent objects: a 

glass jar and a plastic bag. Painting these objects meant having a view of what was 

behind them, but with the distortion that the glass and plastic created.  

In The Horizon, the image has only the most basic descriptions of form. This 

painting portrays glass jars against a white background, with the horizon showing 

through the glass as distorted swirls of line. The jars themselves are reduced to only a few 

brushstrokes, the simplicity emphasized by the highly limited palette. In this mostly white 

painting, the attention is focused on the distorted horizon, particularly because it was 

invented and erratic. No two jars have the same distortion, a discrepancy highlighted by 

the fact that the jars are all the same shape. Seeing the horizon distorted differently in 

every jar represents the different ways people perceive reality. The economical 

brushstrokes were to help the jars fade against the distortion they create, ultimately 

commenting on how varied people’s perspectives can be.  

The Crowd is painted in a very impressionist style. There are several jars grouped 

together, sitting in front of and amongst a still life of a book, a lamp, and 

indistinguishable miscellaneous objects. The majority of the painting is taken up by the 

jars, which were rendered very painterly, leaving all of the brushstrokes to be seen. From 

far away, however, the image looks fairly realistic. Only upon getting closer to the 

painting does the viewer realize how approximated and outright invented the image is, 

which refers to the distortion of appearances, and how differently reality can appear 

through the lens of perspective. 
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The varying aesthetics within this series contributes to the topic of distorted 

perception. Each painting becomes a unique perspective, a separate interpretation of the 

idea. Despite the differences in style, color, and scale, however, the paintings do fit 

together as a body of work due to the prominent use of glass. The repetition of glass 

bottles and jars in the paintings creates a frame of reference by which individual works 

can be considered. Even if the statement made by a particular painting is unique, the 

paintings are all dealing with the same topic. 
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FOLLOWING TRADITIONS 

 

Each of these paintings deals with a slightly different approach to the topic of 

subjective reality and our relationship with it. Within each of these approaches, I also 

wanted to allow for the subjective perception of the audience that the paintings are 

themselves dealing with. The imagery was designed to embrace the aspect of subjectivity 

in art by creating imagery that would cater to differing interpretations. To try to confine 

the meaning to one or two ideas stifles the piece where leaving it slightly open-ended 

provides a more stimulating experience as the audience is free to add their own 

perspective to the mix. Even though my paintings all deal with subjective reality and 

distortion, each piece invites the viewer to find meaning for themselves, making the act 

of viewing imitate the way we distort reality. 

In trying to create imagery that encourages multiple interpretations, I also wanted 

to account for the different amounts of artistic knowledge that might view these 

paintings. Like the religious imagery that catered to upper and lower classes, these 

paintings have references to historical traditions in art that an inexperienced viewer might 

not pick up on. The themes of distortion and subjective perception are fairly 

straightforward, so that the general public can appreciate the imagery. However, there are 

elements in the imagery specifically for those with a broader background in art, providing 

a richer experience in their interpretations. Ultimately, however, I tried to achieve a 

certain level of ambiguity that would foster introspection and a unique viewing 

experience for each individual. 
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Sunshine and Roses (figure 4), for example, is a painting of a glass skull set in 

front of a yellow pattern of flowers and draws on the symbology associated with still life 

and specifically vanitas, which “are devoted exclusively to the contemplation of the 

brevity and futility of earthly existence” (Ebert-Schifferer 136).  

Christian Thum’s Still Life with Astronomical Instruments is a 17th Century 

example of vanitas painting which employs the themes of futility and mortality. There is 

a skull set amongst astronomical tools which suggests the futility of mankind’s quest to 

understand the secrets of the universe (Ebert-Schifferer 143.) The skull along with an 

extinguished candle and a table clock all convey the theme of mortality. 

Aside from this historical reference, flowers and skulls are ripe with interpretive 

possibilities. Associated with mortality, the skull has pessimistic and somber undertones 

in its imagery. Though flowers also refer to the impermanence of life, they can be seen as 

celebratory and decorative, contrasting the heavy themes of the skull. In this light, the 

pairing is ironic, particularly because the flower imagery is skewed and distorted through 

the skull, so that it becomes unrecognizable. Only after noticing the subdued background 

does the viewer realize how distorted the image had become. Even though the skull is 

made of transparent glass, its form overrides anything from behind it, and represents how 

skewed the world can appear through our perception. In addition to this reading, the 

painting still exists as a modern take on the 17th Century vanitas, opening the image up 

for multiple interpretations. 

Still Life is another painting that appeals to an audience with varying levels of 

artistic knowledge. In this scene of the artist’s studio, a glass jar replaces the artist and 

sits on a stool, positioned for painting a still life. The still life is seen through the jar, 
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distorted beyond recognition, and communicates the idea of distortion in art through the 

artist’s perception. The placement and setting of the jar clearly indicate its personification 

as the artist, so that anyone would be able to pick up on the meaning. However, this 

painting also references the long tradition of portraying the artist’s studio, giving it a 

larger context for those familiar with art history. There are also elements in the painting 

taken from art’s visual vocabulary which aren’t necessarily obvious to the general public. 

The stream of light shining down on the jar, for example, references the enlightenment or 

divine inspiration of the artist, particularly in how the jar opens up towards that light.  

By appealing to the traditions of art, these paintings create a dialogue with its 

history, a practice common in art. Audrey Flack, for example, also paints still lifes 

following the vanitas tradition. Her work extends the themes of transience and vanity 

embedded in vanitas painting to issues of feminine beauty (Hauser 28). In works such as 

Marilyn (Vanitas) (figure 19) she paints traditional items such as fruit, skulls, and flowers 

alongside bottles of perfume, jewelry, and makeup. Interestingly, her paintings have been 

seen as advertisements for the products shown in her still life and beauty in general. It 

takes knowledge of art history and the associations of vanitas to recognize the moralizing 

tone in her work, and demonstrates how the perspective of her audience determines how 

her paintings are perceived.  
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CONCLUSION 

 

This series of paintings seeks to illustrate our culture’s awareness of and concern 

for the subjectivity in our understanding of the world. Our society demonstrates 

sensitivity to the distorting effects of perspective, not only by analyzing situations to find 

where reality has been distorted, but also by trying to plan ahead for anticipated 

discrepancies. The paintings turned the abstract concept of subjectivity into a concrete 

subject through the use of glass, and the distorting properties it has on its surroundings.  

There were several different approaches to the subject, each having their own 

strengths. Stylistically, the paintings with a predominantly white background isolated the 

idea well, so that they became much stronger conceptually than some of the others. 

Painting in an impressionistic style imitates the distorting way we view the world, 

creating a successful parallel. Incorporating deliberate layers of meaning embraces the 

subjectivity, as well as demonstrates the analytical approach to the topic by trying to 

anticipate possible readings. Isolating the distorted imagery within the glass jars was 

particularly effective, which goes back to Steven’s jar, and not only distorts reality, but 

shows how the individual possesses that distortion. The perspective of the individual is 

all the view of reality we have, with the unadulterated truth lying forever beyond our 

understanding. 
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Figure 1. Heather Mullins, Long Story Short 

 
Figure 2. Heather Mullins, Point of View 
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Figure 3. Heather Mullins, The Historian 

 
Figure 4. Heather Mullins, Sunshine and Roses 
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Figure 5. Heather Mullins, Still Life 

 

 
 

Figure 6. Heather Mullins, One Gallon 
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Figure 7. Heather Mullins, The Crowd 
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Figure 8. Heather Mullins, The Critique 

 

 
Figure 9. Heather Mullins, The Horizon 
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Figure 10. Heather Mullins, Resemblance 

 

 
Figure 11. Heather Mullins, Reflection 
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Figure 12.Heather Mullins, Self Portrait 

 

 
Figure 13. Heather Mullins, Wheatstacks 
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Figure 14. Heather Mullins, All Piled Up 

 
 

 
Figure 15. Philip Galle, A Painter’s Workshop 
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Figure 16. Juan Sanchez-Cotan, Quince, Cabbage, Melon, and Cucumber 

 

Figure 17. Janet Fish, Apple Blossoms, Gold Bowl 
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Figure 18. Janet Fish, Maud M’s 

 

 

Figure 19. Giorgio Morandi, Still Life 
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Figure 20. Christian Thum, Still Life with Astonomical Instruments 

 

Figure 21. Audrey Flack, Marilyn (Vanitas) 

 

 


