











initial view-within an abandoned house or scrap yard-into a painting revives the
object or scene. My paintings put focus on overlooked or mundane objects and
spaces through the conversation between the sight of the original object, the
photograph, and paint. The photograph acts not only as a catalyst for making the
painting, but also as a way of discretely visualizing a specific subject. The act of
photographing an easily forgettable object creates the sort of “tableau” discussed by
Richter, but frames and flattens the subject in a way that the eye itself cannot
manage. The objects in my paintings retain an air of unwantedness due to their
subject matter, but are assigned importance through their careful study by both a
camera and a brush. In works such as “Pink Sink,” the photograph works as a first
framing device, creating an initial glimpse at an anthropomorphized face within the

Pepto-Bismol colored sink.

Fig 5. Amanda Rothschild,

Pink Sink



The act of painting the sink highlights the ways that the sink takes on a human
form. The rather silly expression of this ordinary household object creates a distinct
connection between the viewer and the object. The painting frames the sink as a
portrait in a way that simply viewing this sink in the context of an apartment
bathroom would not.

Painting becomes a way to expose the beauty of these overlooked surfaces.
My process of translation first flattens and frames the image, the reanimates it
through the use of paint. In Runoff [ and Runoff II, the variation in surface texture of
the painting reveals the mysteries of a drain hidden in a long forgotten corner. This
drain, a receptacle for gold pigment, becomes familiar through the repetition of the

motif throughout the two paintings.

Fig. 6
Amanda Rothschild, Runoff I, RunoffI1.

My initial exposure to the subject, my photographing of it, and the physical act of

painting it each work to familiarize myself with the object. The painter Josephine



Halvorson depicts a variety of found objects or spaces directly from life in a single
sitting. She commonly discusses her experience of painting as a way to become
familiar with the object that she paints. (Bui, 3-4) She explains, “a lot of what I'm
interested in is this correspondence between the object and the paint mediated
through me.” (Bui, 4) Halvorson emphasizes her personal connection to the object
through the act of painting it on-site. Paintings such as “Vulcan” show the artist’s
interest in untended spaces and in the creation of ambiguously suggestive

compositions.

Fig. 7 Josephine Halvorson, Vulcan.

The small painting, carrying the title of a Greek deity taken from the object’s original
label, carries the weight of human interaction with its form while maintaining a

jaunty persona expressed through the artist’s brushstrokes. Halvorson’s portrayal



of these objects. In my own practice, a sense of familiarity with the original object
remains important but is mediated through the photograph.

Working within a city such as St. Louis, where the language of unseen and
abandoned spaces perforates a collective understanding of the reality of urban life,
necessitates an examination of one’s body within the framework of the city. The
forgotten language of discarded objects is modified, through multiple iterations of
intense observation, in order to express the overlooked beauty in the natural
dilapidation of manmade forms. My work explores photography and painting as a
way to understand and re-imagine a cityscape. Painting acts as a way to reframe and

add continued meaning to the forgotten spaces that surround me.
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Figures

Figure 1: Gerhard Richter, Three Siblings. Oil on Canvas, 1965.

< http://www.gerhard-
richter.com/art/paintings/photo_paintings/detail.php?paintid=5592&catID=11&p=

1&sp=32>



Figure 2: Amanda Rothschild, Tiny Imperfections. Installation with Watercolors and
Objects. 2014

Figure 3: Ben Weiner, 7i02, C34H22CI2N402, C18H3202, C10H16, C20H3002, Agx.
Oil on Canvas, 2010

< http://www.benweiner.com/paintcycle.html>

Figure 4: Amanda Rothschild, Vent II. Oil on Canvas, 2013

Figure 5: Amanda Rothschild, Pink Sink. Oil on Canvas, 2014

Figure 6: Amanda Rothschild, Runoff I, Runoff II (from left to right). Oil on Canvas,
2013

Figure 7: Josephine Halvorson, Vulcan. Oil on Canvas, 2012

< http://www.josephinehalvorson.com/index.php?/work/side-by-side />



