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(THE WORLD MAY BE) FANTASTIC
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t always has been

Brown originality, or its Impossi-
territory in which to work

< images are original; they

e their primary

f themselves as works in their own

They are extraordinary things, the oil

t ir immaculately crafted

ck with the impas-

to « d the photographs either
a blur of a presumed video still or frozen

y of black and white
them as works with origins
their diversity. The personal

mage and style which we
ndividual artist is
incongruous mix that

create
ture is prominent in the body of
Brown has made over the last
y of these are derived from the
e British artist Frank Auerbach,
rtraits of a small number of sitters
eir long gestation yet appar-
us quality as indicated by
stural appearance. Brown's
tionship to his source material is com-
plex He chooses to work from reproductions
n catalogues, books or postcards,
collecting many images of the same
9. They are often paintings that he
developed a relationship with,
egins to develop an aspect or a
Character from within them, from the
ng provides, or
skeleton on which to ’*'dr‘g
v new flesh. As Brown
y the appearance and
of the work, allowing
et as the ghosts that inhab-
2 painting to be seen, the aspects of
have perhaps become lost

dominant

what he

cter that

under the gloup of the paint. Focusing on
these he edits: removing elements, cropping
and altering scale, stretching the dimen-
sions of the original, sampling from the
palette of specific works by other artists.
Brown recognises the fragility of these new
identities, painted through the construction
of a shifting focus. These embryonic indi-
viduals are like wisps of paper caught in the
wind, often appearing like masks evapo-
rating at their edges. The reasserted paint
brushstrokes blur into a non space. Across
the surface, marks which appear absolute
dissolve with trompe I'oil trickery. As
paintings they no longer show the trace of
marks from which they are constructed
Instead there is a glossy surface more akin
to that of a photograph

Brown’s sculptures similarly sit within their
own spaces. Vitrined from the outside world
they are placed atop wooden display bases
topped by perspex boxes, asserting a geom-
etry of framing that is reminiscent of Francis
Bacon’s pictorial space frames. Mutant in
form, they could be could be the free-stand-
ing actualisation of Auerbach’s vision. Crude
multiple faces appear and disappear, gashes
suggest mouths, protrusions are noses, and
hollows - eyes. The palette is derived from
a sickly eighteenth-century Fragonard scene
or a vivid twentieth-century Kirchner por-
trait; they are pathetic in their self-impor-
tance. Like an obese Giacometti they sit
suffocating, the heroic stifled by the weight
of paint

The bringing together of oppositional or
inappropriate elements and the evocation
of art historical-figures are constants in the
work of Brown, part of his mapping out of
territory, or a specific space. Often achieved
through the use of humour, his work under-
‘W'\es the portentous and cherishes the
owly. Brown’s ongoing series of science fic-
tion paintings elevates commiercially pro-
duced illustrations for book jackets to the
equivalent of grandiose Victorian visionary
painting through massive enlargement. This
series re-enlivens the youthful excitement
that such images first elicited, while also
suggesting exhaustion. Stilled with a con-

trolled palette or saturated to the point of
decay, the titles signify barrenness of faith
and a desire to decorate the void that
remains. Titling is an important part of
Brown's work, some are culled from pop
songs or films, others refer to paintings or
the personal history of an artist. They fuse
together figures from different worlds. This
is not a gratuitous act of cut and paste,
but a further way of giving voice to the
newly developed identity of the work, to
give voice to an emotional need

In his exhibitions Brown juxtaposes
works creating imagined stories rather than
exploring more formal concerns. The space
between a Fragonard and an Auerbach may
be a couple of centuries but their interac-
tion is flirtatious, like @ momentary encounter
in a bar. He chooses how he will inhabit
the given space, making it his own, some-
times by painting the walls a colour,
changing the lighting, boarding windows
and closing out the world of others
Within these altered spaces the characters
and vistas he has developed in his imagi-
nation and within the refuge of his studio
can converse and so gain a further reality.

In his most recent works Brown has
started to introduce human features to
inanimate objects and body parts, bowls
of flowers develop eyes and blowsy roses
hint at cleavages, while a re-inverted Georg
Baselitz foot develops a plume of phalluses
The sexualisation evident in these works IS
in contrast to the paintings derived from
Auerbach’s oeuvre which are often goulish
in appearance, haunted by introspection:
embraced by innocence or betrayed by
arrogance; while a series of Rembrandf
self-portraits as a child appear tragic and
afflicted. The humour in these later works
appears more determinedly adolescent, 1N
the spirit of the surrealist Salvador Dali who
Brown much admires. Naughtiness Is a theme
that runs throughout Brown's work, a desiré
to misbehave with the facts of history, play
games with value and taste, and question
what is truly acceptable
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Examining Pictures, Whitechapel Art Gallery,
London, UK

Secret Victorians, Arnolfini Gallery, Bristol, UK
Abstract Painting: Once Removed, Contemporary
Arts Museum, Houston, Texas, USA

Sensation, Royal Academy, London

Treasure Island, Fundacao Calouste Gulbenkian,
Minneapolis, USA

Brilliant, Walker Art Center, Minneapolis, USA
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THE MARQUESS OF BREADALBANE
2000

oil on wood panel oval 96 x 78 cm
collection: Rachel and Jean-Pierre
Lehmann, New York

HEART & SOUL 1999

oil on wood, 102.50 x 84cm
private collection London

BOCKLIN'S TOMB (AFTER CHRIS FOSS)
1998
oil on canvas, 221 x 330 cm

private collection: Hans-Joachin Sander,

Darmstadt

Works courtesy the artist, Patrick
Painter Inc., Santa Monica, and Max
Hetzler, Berlin
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