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marks. | want 10 De Soutneg, | want 10 De Qg Koomng, siasn-
ing away at the canvas; but that's just not me. | can't do

it that quickly, and it doesn’t look good. And also | have

a kind of healthy cynicism about what it is to look at the
world, to be in a modern world surrounded by images.

LM It's not just the slashing and dashing around with the brush-
strokes, is it? It's also about the relationship to the subject. If
you had been Soutine, you'd have been in the studio with a side
of beef rotting away, and you'd be painting what it looked like.
You'd have been in a direct relationship to the subject.
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over the world, an extraordinary amount of hard work.

GB | get a real kick out of painting. There are not many
other things that can give you that long-term satisfaction,
that “my life is worth something” sort of feeling. It's intel-
lectually stimulating: the problem-solving aspect of "How
can | continue to make things better?” At the end of the
day | always feel that I'm short of what | wanted to achieve.
The paintings are a struggle to try to get to work. To some
extent they often fall slightly short of my aspirations. That's
what keeps you going. You start on the next one because
you always feel that you might get closer to this goal of

the ideal painting. Sometimes you see it. Or you see other
art that inspires you and you come back to the studio and
think, “Oh, my work is so dull,” so you try and improve.

LM There's a group of painters from what used to be called
the YBAs (Young British Artists)—you, Chris Ofili, Gary
Hume, Peter Doig—who've become established. It seems
to me that your work is very different from theirs.

GB | think we're all quite different from each other. It's a bit
difficult to say that it's a group, really.

LM | meant that you were contemporaries rather than any
kind of organized group.

GB It's an interesting point because in many ways it would
be nice if there was a group, if a style had developed that
was YBA painting. It would be nice if there was a group
discussion and everybody had moved things on in a group
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dre very setuea, very secure i your purpose.

GB That's interesting! [laughs] If you say someone is very
settled and secure as an artist that sounds very bad. It
means that you are no longer questioning and pushing
things forward. But, as | said, maybe that avant-garde notion
that you have to continually hit your head against what's new
and what's rebellious no longer really exists. Hopefully, now
it's about what is good painting and intriguing image-making
rather than just what's new or what hasn't been seen before.
| think the whole rush to "what’s new" has been interesting
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artists that I've never used before. This is from Delacroix
[indicating a nude]. I've never used Delacroix before. This

is based on Courbet [indicating Burlesque]. I've never used
Courbet before. This is Guido Reni [indicating a portrait]. I've
never used Reni before. And that's Adolf Menzel [indicating a
painting leaning against the wall].

LM Your paintings seem to operate in different ways
depending on the paintings they are based on. For example,
I'm intrigued by your recent work based on Baselitz's paint-
ings of feet. It seems to me that in them you have gone a
long way in exploring paintings as just stuff, lumps of stuff.
GB | always refer to them as my abstract paintings. The
abstracts are not really abstracts, though. In fact, there are
things going on in there, but often it won't be obvious what
you're looking at. There may be multiple heads in there, for
example. | used to use a lot of Auerbach, Baselitz and
Fragonard; | was trying to restrict the subjects and | would
sometimes make two or three or even four paintings all based
on the same Baselitz or Fragonard painting, just to play a game
with how many times you could repeat something in different
ways. But lately that's changed and now
| tend to use a wider range of artists.
Lately, there's also been a slight push
toward the more abstracted paintings. In
every show | include two or three paint-
ings that are very figurative, more kitsch,
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will we have is to decide which ideas to agree or disagree
with. We exist within language; we can’t escape it.

LM And that's what art is—we're sitting here having this
conversation because you made a painting: we illustrate
your point perfectly. Had you not made a painting, you and
|, and you and your global audience, would not be in the

dialogue which we obviously are in.

GB We could also have this conversation because you

have a knowledge of a lot of the paintings.

tled; therefore they just engage with it as a
painting of some apples. They wonder why
it's painted in such a way, and develop ideas
about what it means in a far more healthy,
direct and emotional way. My father doesn’t
know much about art history, and | like his
engagement with my paintings. He tells me
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play around with the more recent paintings, re-layer them,
in a way that | didn't with the earlier paintings. If | tried to
make them as precise as the earlier paintings that couldn't
be done. So in spite of the fact that | said | don't want any
sense of progression, there is a difference between the
early works, which are slightly cooler, more analytical, more

conceptual than the more recent paintings. | don't think it's

Sandretto Re Rebaudengo,
Turin [May 28-Oct. 4]. An
exhibition of new works by
Brown appears at Gagosian
Gallery London in October.

LYNN MacRITCHIE
is an artist and writer
based in London.

necessarily a good thing for them to become less concep-

can be very vibrant and exciting, and then
they lose that energy. But with other artists
exactly the opposite happens, as they get
older they get more energetic and more com-
plex and richer in the way they look at the
work. It makes the work more exciting. And
you want to be one of those latter artists.o
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