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GLENN BROWN -
AMASH-UP KULTURA FESTESZETE

~Munkdimmal azt prébdlom kifejezni, hogy
a nyelv kulturdlis tényezd, és nincs is
modom a nyelven kiviil mdshogy kifejezni
magam. Ez a jé oreg posztstrukturalizmus.
[...] Nincs tehdt mds wvdlasztasom, mint
hogy a vildgban hozzdm sodrédé képe-
ket dtemeljem vagy kisajdtitsam. Csalhat-
nék, és tehetnék gy is., mintha hihetetle-
niil eredeti volnék, de ahogy mdr mondtam,
ez svindli lenne. Ezért igyekszem inkdbb
a mdsik utat jdrni, és még rdtenni egy

]

lapdttal.

Glenn Brown (Hexam, 1966) a Young British
Artists (yBa) néven elhiresiilt fiatal brit
miivészgenerdcié tagja, mely a Damian
Hirst dltal 1988-ban rendezett, ma madr
mitikusnak szdmité Freeze kidllitds kap-
csan kerilt reflektorfénybe. Glenn Brown
a csoport tébb tagjdhoz hasonléan?
a Goldsmiths College-ban végzett, és szem-
léletére erdsen hatott az iskola radikalis,
a hagyomdnyos mitvészeti nevelés merev-
ségéttagadd, erésen konceptualista légkore.
A csoport ismét a miivészeti érdeklédés
kozéppontjdba dllitotta a brit mtvésze-
tet, Sensation cimi kiallitisuk (1997) dia-
dalmasan kérbeutazta a fél vildgot, ugyan-
akkor a médiamdgnds és gytjt6-mecénds
Charles Saatchi nevével fémjelzett kidllitds
(a mivek az 6 gytijteményébdl szirmaztak,
és a kidllitds kurdtora is § maga volt) a yBa

elleni kritikai hangokat is felerdsitette.®

A yBa miivei hol hagyomdnyos, hol szokat-
lan, meghokkentS nyersanyagokbdl, illetve
technikdkkal késziilnek, forrdsaik pedig
rendkiviil szertedgazék. Richard Shone
a Sensation katalégusdban éppen ezért azt

GLENN BROWN — THE PAINTING OF
MASH-UP CULTURE

“The point I am trying to make in my work

is that language is cultural and I have no
option to express myself other than with
language. It’s good old Post-Structuralism.
[...] I have no option other than to appropri-
ate or transpose the images that the world
has thrown at me. I could cheat and pre-
tend to do otherwise, pretend to be terribly.
incredibly original, but that as I said would
be fraud. I tend to go the other way and

make a great big fat point of it.”

Glenn Brown (Hexam, 1966) is a member
of the generation of artists known as the
Young British Artists (yBa), which became
renowned thanks to the exhibition Freeze,
curated by Damian Hirst in 1988, today
considered a legend. Glenn Brown, simi-
larly to the other members of the group,*
graduated from Goldsmiths College and
was greatly influenced by the radical and
intensely conceptual atmosphere of the
school that rejected the rigidity of tradi-
tional art education. The group placed Brit
ish art at the centre of attention again as
their exhibition entitled Sensation (1997)
made a glorious journey around half the
world, while the exhibition hallmarked
with the name of Charles Saatchi, media
magnate and collector-patron of art (the
exhibited artworks were from his collec-
tion, and he curated the exhibition himself),
also amplified the critical voices against the
yBa.?

The works of the yBa are created with the
use of sometimes traditional and some-
times unusual, shocking raw materials and

techniques, and their sources are extremely



hangstlyozza, hogy a miivészet mindig is

vdltozé nyelv volt, melynek szavai szabadon
idézhet6k, bévithet6k 1j jelentéstartal-
mak és érzelmek kifejezésekor, anél-
kiil, hogy puszta utdnzatokkd vdlndnak.*

Noha a Young British Artists tagjai — kevés

The Great Masturbator [A nagy maszturbdlé], 2006
olaj, tabla / oil on panel
110 x 88 cm | Sander Collection

diverse. For this reason, in the Sensation
catalogue, Richard Shone emphasised that
art “has always been an evolving language,
its words recorded, tailored, quoted and
expanded to embody new meanings and

feelings. Influence is not pastiche.™ Al-

kivételtsl eltekintve — megkérddjelezték
a festészet létjogosultsdgdt, Glenn Brown
mégis ezt a médiumot vdlasztotta. Fest-
ményei létezd, gyakran miivészettorté-
neti jelent8ségii, vagy idénként a populdris
kultirdbél dtemelt képekbdl eredeztet-
het6k: miivészetének elsédleges forrdsa
a miivészi reprodukcié. Albumokbél vagy
az internetrél gydtijttt képeket haszndl,
a mitvészettérténet kanonizdlt alkotéitél
(Rembrandt, Fragonard, Dali) épptigy merit,
mint kevésbé ismert, XIX. szdzadi fest6k-
t6l (John Martin vagy Székely Bertalan),
vagy akdr sci-fi kényvek illusztrdtorai-
tél (Chris Foss, Adolf Schaller vagy Tony
Roberts).

Expresszionista ecsetvondsokat imitdl:
Willem de Kooning, Karel Appel vagy
Frank Auerbach festményeit, de a végered-
mény nem az eredeti képnek, hanem rep-
rodukciéjanak a hiperrealista madsolata.
Tikérsima feliiletd képei a régi mesterek
szemfényveszté tritkkjeit, a trompe l'oeil
technikadjat idézik. Aprélékos kézimun-
kdval megfestett vdsznai akdr hatalmasra
nagyitott reprodukciéknak is tiinhetnek,
djabb festményein ugyanakkor megfigyel-
het6k a szdmitégépes képfeldolgozé prog-
ramok effektjei is.

A Ludwig Mtizeum kiéllitdsa Glenn Brown
munkdssdgdnak elsé dtfogé bemutatéja:
a Tate Liverpool és a torinéi Fondazione
Sandretto Re Rebaudengéval valé egytitt-
miikédés eredményeként jott létre. A buda-
pesti kidllitds anyaga néhdny kivételtsl
eltekintve megegyezik a kordbban megren-
dezett liverpooli és torinéi kidllitdsokéval,
ugyanakkor elsé izben szerepelnek a vdlo-
gatdsban Glenn Brown un. ,rétegzett” gra-
fikdi, rézkarcai, amelyeket Lucian Freud,
Rembrandt, Urs Graf portréibédl kiindulva
egymadsra rétegzédve hoz létre.

* oK K

though the members of the Young British
Artists group — disregarding a few excep

tions — questioned the reason for the exist

ence of painting, Glenn Brown still chose
this medium. His paintings derive from
existing images, often of art historical sig-
nificance, or sometimes appropriated from
popular culture: the primary source of his
art is artistic reproduction. He employs
images taken from albums or from the in-
ternet, adopting imagery from the masters
canonised in art history (Rembrandt, Frag-
onard, Dali) as well as from lesser-known
19" century painters (John Martin or Ber

talan Székely), or even from illustrators of
sci-fi books (Chris Foss, Adolf Schaller or

Tony Roberts).

He imitates Expressionist brushstrokes: the
paintings of Willem de Kooning, Karel Ap-
pel or Frank Auerbach, but the final resultis
not a copy of the original picture, but rather
a hyper-realistic copy of its reproduction.
His paintings with a mirror-smooth sur-
face recall the illusion of the trompe l'oeil
technique, delusive tricks used by the old
masters. His meticulously painted canvases
may appear to be reproductions enlarged
to enormity, while the effects of computer
image-processing programs can also be

observed in his more recent paintings.

The exhibition at the Ludwig Museum Bu-
dapest is the first comprehensive presen-
tation of Glenn Brown’s work: realised as
a result of cooperation with Tate Liverpool
and Fondazione Sandretto Re Rebaudengo
in Turin. With a few exceptions, the ma-
terial of the exhibition in Budapest is the
same as that of the exhibitions held earlier
in Liverpool and Turin, butin this case, it is
the first time that Glenn Brown’s so-called

layered” etchings have been included in



Az informdcié szabad dramldsa és felhasz-
ndlhatésdga alapjaiban vdltoztatta meg
a mitalkotdsokhoz, és eredetiségiikhoz
fiz6d6 viszonyunkat. Nem véletlen, hogy
Dorian Lynskey, a Guardian recenzense az
évtized legfontosabb daldnak a Stroke of
a Genius cimi dalt védlasztotta,” Roy Kerr,
avagy mitvésznevén Freelance Hellraiser
szerzeményét, amely valéjdban nem szamit
hagyomadnyos értelemben vett sajit mtinek,
lévén tn. mash-up [maésképpen bootleg]:
két meglévé dal egybegyurt véltozata.®
Lynskey a mash-up-ot az elmiilt évek egyik
legfontosabb miivészi jelenségének tekinti,
s egyben a legdemokratikusabbnak, hiszen
barki létrehozhat ,1Gj” dalokat, minden-
fajta zenei el6képzettség nélkul, egyszerd,
akdr ingyenesen letélthetd szdamitégépes
programok segitségével; a terjesztést pedig
szintén ingyenesen és barki szdmdra elér-
heté médon megoldhatja a nagy videé meg-
oszt6 portdlokon keresztiil.

A bootleg, és dltaldnossdgban véve a DJ-
kultara a kortdrs képzémitivészetben is para-
digmadvd, hivatkozdsi alappd vdlt. Nicolas
Bourriaud Utémunkdlatok cimt konyvében
rdmutat arra, hogy az eredetiség fogalmat
slassan elhalvdnyitja a D] és a misorszer-
keszt§ ikerfigurdja”, ahogy irja: ,Minden
mtalkotds egy olyan forgatékényvbél szii-
letik, amelyet a mtvész az elbeszéléskeret-
nek tekintett kultdrdra vetit ki — s igy ez
maga is tijabb, lehetséges forgatékonyveket
vetit ki, s mindez végtelen mozgdsban van.
A DJ a zenetorténetet aktivizdlja azzal, hogy
hangzé kéroket kapesol 6ssze, hogy kordb-
ban felvett produkciékat dllit egymads mellé.
A miivészek pedig aktivan belakjdk a kultu-
rdlis és tdrsadalmi formdkat.””

A kulturdlis formdk belakdsdnak egyik
elsédleges médja a meglévé miivek kisajati-
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tdsa. Ez az igynevezett ,appropriation art

the selection, which he creates starting
from portraits by Lucian Freud, Rembrandt
and Urs Graf.
P

The free flow and use of information has
fundamentally altered our relationship
with artworks and their uniqueness. No
wonder that Dorian Lynskey, a critic for
The Guardian, chose as the most important
song of the decade, Stroke of a Genius,’
a composition by Roy Kerr, aka Freelance
Hellraiser, which cannot be regarded as an
original work in the traditional sense, as
it is a so-called mash-up [or bootleg]: the
combined version of two already existing
tracks.® Lynskey regards mash-up as one
of the most significant art phenomena of
recent years, and also the most democratic,
as anyone can create “new” songs with-
out having any musical training, with the
help of simple computer programs, which
are often even free to download; even the
distribution can be done for free, in a way
accessible to anyone, through large video-

sharing sites.

Bootleg, and generally speaking, DJ-cul
ture, has become a paradigm, a basis for
reference in contemporary art. Nicolas
Bourriaud, in his book Postproduction,
points out that the notion of originality “is
slowly overshadowed by the twin figure of
the DJ and the programme-editor”, as he
writes: “All artworks are born from a script.
which is projected by the artist to the cul-
ture regarded as the framework of the nar-
ration — which then projects further pos-
sible scripts itself, and all this is in infinite
motion. The D] activates music history by
connecting sound loops, by linking pro
ductions recorded previously. And the art
ists actively use cultural and social forms to

their full.””

Layered Portrait (after Urs Graf) [Rétegzett portré (Rembrandt nyomdn)] 3, 2008
rézkarc | 40,5 x 30 cm | a miivész jévoltabol / courtesy of the artist



The Aesthetic Poor (for Tim Buckley) after John Martin
[Esztétikai szegénység (Tim Buckleynak) John Martin nyomdn], 2002
olaj, vaszon / oil on canvas | 220 x 333 cm | Zabludowicz Collection




amelynek olyan XX. szdzadi el6képei vol-
tak, mint Pablo Picasso, Marcel Duchamp,
Salvador Dali vagy Francis Bacon. Késébb
pop-art mivészek (példdul Andy Warhol
vagy Robert Rauschenberg) éltek a kisajd-
titds technikdjdval, de az appropriation art
mint miivészeti irdnyzat a hetvenes-nyolc-
vanas évek forduléjin jelent csak meg.
1985-ben New Yorkban Appropriation art
cimmel rendeztek kidllitdst, mely radikali-
san megkérddjelezte az eredetiség fogalmat:
a tdrlaton szereplé miivészek nem a hagyo-
madnyos értelemben vett sajit mtalkotd-
sokat dllitottak ki, hanem meglévé miive-
ket vagy tdrgyakat sajdtitottak ki és dlli-
tottak ki sajit munkaként. A mifaj leg-
fontosabb képviselsi k6zé tartozik tébbek
kozott Sherrie Levine, Robert Longo, Jeff
Koons, Mike Bildo. A miivészi kisajdtitds
tovdbbra is rendszeres gyakorlatnak szamit
a kortdrs miivészetben, noha tdrsadalmi,
de akdr kritikai elfogadottsdga azéta sem
egyértelmt, hiszen nem csak a mtalko-
tasok eredetiségébe vetett hitet kérddjelezi
meg, hanem szerzéi jogi, gazdasdgi, vala-
mint — nem utolsésorban — moralis kérdé-
seket is felvet.

Glenn Brown Sherrie Levine hatdsdra kez-
dett el a simulacrum (hasonmds, képmads)
fogalmdval foglalkozni; egyik elsé, elhi-
resiilt miive, a Dali-Christ [Dali-Krisztus]
(1992) Dali Ldgy szerkezet fétt babbal
— A polgdrhdborti eléérzete cimi 1936-o0s
festményének oridsira nagyitott verziéja
miatt a Gala-Salvador Dali Alapitvdany be
is perelte a festét, és elérték, hogy a képet
vonja vissza a Serpentine Gallery-ban
megrendezett csoportos kidllitdsrél (1993).
2000-ben pedig, amikor Turner-dijra
jelolték, The Loves of Sheperds [Pdsztorok
imdddsai] (2000) cimd festményét tdmad-
tdk azzal, hogy Tony Roberts Double Star

One of the primary ways of using cultural
forms to their full is the appropriation of’
pre-existing artwork. This is so-called “ap-
propriation art”, which had archetypes
in the 20" century, such as Pablo Picas-
so, Marcel Duchamp, Salvador Dali and
Francis Bacon. Later, Pop Art artists (e.g..
Andy Warhol and Robert Rauschenberg)
employed the technique of appropriation,
but it was not until the turn of the eight-
ies that appropriation art appeared as an
artistic tendency. In 1985, an exhibition
entitled Appropriation Art was held in New
York, which radically questioned the notion
of originality: the participating artists did
not exhibit works that were their own crea
tions in the traditional sense, but appro-
priated already existing works or objects
and exhibited them as their own artworks.
The most significant representatives of this
genre include, e.g., Sherrie Levine, Robert
Longo, Jeff Koons and Mike Bildo. The ap-
propriation of art is still considered regu-
lar practice in contemporary art, although
its social or even critical acceptance is still
not clear, as besides questioning belief in
the originality of artworks, it also raises
copyright, financial and — last, but not least

— moral questions.

Glenn Brown began to deal with the notion
of simulacrum (image, likeness) after the
influence of Sherrie Levine: due to one of
his first renowned works, Dali-Christ (1992),
an enormously enlarged version of the 1936
painting by Dali, Soft Construction with
Boiled Beans: Premonition of Civil War, the
painter was sued by the Gala-Salvador Dali
Foundation, and he was forced to withdraw
the painting from the group exhibition or-
ganised in the Serpentine Gallery (1993).
In 2000, the year he was nominated for

the Turner Prize, his painting entitled The

cimid miivének plagizdldsa volna. Tobbek
kozott azt is Brown szemére vetették,
hogy — a konnytizenei gyakorlattél elté-
réen — nem kért engedélyt a kép felhasz-
ndldsdra.®! Brownt végiil Nicholas Serota,
a Tate Modern igazgatéja vette védelmébe:
»Mds miivészek miiveit haszndlja fel, de
ezzel nem azt kivanja mondani, hogy mtivei
Osszetéveszthet6k lennének az ovéikkel...
fogja a képeket, dtalakitja Sket és teljesen

mads jelentést ad nekik.””

Little Death [Kis halal], 2000
olaj, tabla / oil on panel
68 x 54 cm | Th Dane, Lond

Loves of Shepherds (2000) was accused of’
being a form of plagiarism using the work
Double Star by Tony Roberts. Brown was
also reproached for not asking for permis-
sion to use the illustration, which is com-
mon practice in pop music.® Finally, Brown
was protected by Nicholas Serota, director
of the Tate Modern: “He uses other art
ists” work, but that doesn’t mean to say you
could possibly mistake his work for theirs...
he takes the image, he transforms it, he

gives it a completely different scale.”
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»Ha El Greco Joy Division-t hallgatott volna,

ugy festett volna, mint Glenn Brown. Ha
Fragonard olvasta volna Isaac Asimov,
vagy Philip K. Dick {rdsait, vdsznai olya-
nok lennének, mint Glenn Brown képei, azé
a miivészé, aki aki digyszélvin egy madsik

univerzumbdl érkezett”'°

— irja Francesco
Bonami, a kidllitds egyik kurdtora. Brown
miveinek eredetisége — mint a zenei
mash-upok esetében — az ,eredeti” mtivek
kivdlasztdsdban és vegyitésében dll. (Bdr
abban nyilvdnvaléan kulonbo6zik a zenei

“If EI Greco had listened to Joy Division, his
paintings would look like those of Glenn
Brown. If Fragonard had read Isaac Asimov
or Philip K. Dick, his canvases would look
like those of Glenn Brown, the artist who

9 wrote Francesco

came from outer space”,
Bonami, a curator of the exhibition. The
unique nature of Brown’s works — simi-
larly to musical mash-ups — lies in select-
ing and mixing the “original” works. (Al-
though they are obviously different from
musical mash-ups with respect to the fact

Oscillate Wildly (after “Autumnal Cannibalism’ 1936 by Salvador Dali) [Oszcillalj vadul
(Salvador Dali , Az ész kannibalizmusa” cimii miive nyomdn)], 1999

By kind permission of the Gala-Salvador Dali Foundation, Spain

A Gala-Salvador Dali Alapitvany, Spanyolorszag szives hozzajaruliasaval

olaj, viszon / oil on linen | 175,5 x 391,5 cm | Th

Dane, Lond

mash-upoktdl, hogy ennyire tokéletes fes-
tészeti imitdciéhoz elengedhetetlen a festé-
szeti képzettség, a mesterségbeli tudds, dm
ez az imitativ festészeti technika, a trompe
l'oeil maga is idézetnek tekinthetd). Ez
valéban poszt-strukturalista megfontolds,
s mintilyen, a szerz§ szerepét is ironikusan
megkérddjelezi. Roland Barthes jegyzi meg
A szerz6 haldla cimi irdsdban, hogy .az
iré sem tehet mdst, mint hogy egy korabbi,
sosem eredeti gesztust utdnoz; egyetlen
tehetsége az irdsok vegyitésében 4ll, abban,
hogy az egyiket kijdtssza a mdsikkal szem-
ben, oly médon, hogy ekézben egyikre se

tamaszkodjék.”"

that training in painting, and professional
craftsmanship are essential for creating
such perfect imitations, though this imi-
tative painting technique, trompe loeil,
can be regarded as a quotation itself.) It is
a genuine post-structuralist consideration,
and as such, it also ironically questions the
role of the author. Roland Barthes notes in
The Death of the Author, that “the writer
can only imitate a gesture forever anterior,
never original; his only power is to com

bine the different kinds of writing, to op-
pose some by others, so as never to sustain

himself'by just one of them...”"

11
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Glenn Brown vidlasztdsai sohasem o6ncé-

liak (gyakran éppen olyan el6képeket
vélaszt, akik maguk is gyakoroljdk a miivé-
szi kisajdtitdst, mint Salvador Dali, Francis
Bacon vagy Willem de Kooning), ugyanak-
kor nem tesz kiilonbséget magas és popu-
ldris mtvészet, giccs vagy kanonizdlt mi
kozott. Oscilliate Wildly [Oszcilldlj vadul]
(1999) cimi festményén, melynek cimét
a 'The Smiths-tél koélesonozte, példdul
Dali és Picasso sokat idézett polgdrhdbo-
ris festményeit, az Az 6sz kannibalizmusdt
és a Guernicdt veszi alapul: Dali eredetileg
szines festményét a Guernica sziirkéjével
dtszinezve. Brown a hdboru és a borzalmak
klisévé vilt dbrdzoldsi médjaira utal: a for-
matlansdg és a fekete-fehér szinvildg tipi-

zal6 haszndlatdra.

Bonami szerint éppen ezért nem is kisajdti-
tdsrol van sz6: ,Glenn Brown nem tulajdonit
el semmit senkitdl, egyszeriien bekebe-
lezi, amire étvdagya tdmad. Habzsolja, falja

Glenn Brown’s choices are never for their
own sake (he often chooses archetypes
who exercised artistic appropriation them-
selves, such as Salvador Dali, Francis Ba-
con or Willem de Kooning), and at the same
time, he does not make a distinction be-
tween high and popular art, or kitsch and
canonised art. For instance, his painting,
Oscillate Wildly (1999), the title of which
he borrowed from The Smiths, is based on
the frequently evoked civil war paintings of
Dali and Picasso, Autumnal Cannibalism
and Guernica — repainting Dali’s originally
colourful painting in the greys of Guernica.
Brown relates to the methods of depicting
war and horror, which have become clichés:
the typifying use of formlessness and the

black-and-white palette.

Bonami says this is why we cannot talk
about appropriation: “Glenn Brown does
not appropriate anything from anybody; he

simply gobbles up everything he has an ap-

Bécklin’s Tomb (copied from ‘Floating Cities’ 1981 by Chris Foss)
[Bécklin sirja (Chris Foss ,Lebegd virosok” (1981) cimii miivének mdsolata)], 1998
olaj, vaszon / oil on canvas | 221 x 330 cm | Sander Collection

a festészetet.” Pop-idézetei (a Joy Division,
a The Smiths, Ralph McTell vagy Lisa
Stansfield szamai, musical-részletek) mint
képcimek éppugy miveinek elidegenit-
hetetlen részei, mint példdul a Rembrandt
és Vélazquez miiveit egybegyuré ecsetvo-
ndsok. A végeredmény ugyanis minden
esetben autoném mdtalkotds, mely fricskat
mutat mind a benjamini kritikdnak,"” mind
az avantgdrd teoretikusainak, igy elsésor-
ban Clement Greenberg eredetiség-kultu-
szanak.

De Brown mfiveinek nem az eredetiség-
mitosz leromboldsa® az elsédleges célja.
Festészeti mash-upjai nem csak posztmo-
dernidézetgyijtemények, hanem technikai
tokéllyel megfestett képek, ahol az ecsetvo-
nds maga is 6ndllé életre kelhet (ldsd pél-
ddul a These Days [Mostansdg], 1994, cimi
festék-szobrdt, mely egy Auerbach-kép
hdromdimenziés vidltozata). Brown a mes-
terségbeli tuddst szembedllitja a modern
digitdlis képalkotdsi eljardsokkal, festé-
szete — minden ldtszat dacdra — nagyon is
XXI. szdzadi; magyar terminolégidval élve:
techno-realista."

Brown festészete nem csak a gyakran meg-
jelend sci-fi tematika miatt tdnik futurisz-
tikusnak (ldsd példdul a Bocklin’s Tomb
[Bécklin sirja] cimti 1998-as festményét,
melyet Chriss Foss Floating Cities [Uszé
vdrosok] cimti 1981-es képe nyomadn fes-
tett). Michael Stubbs — éppen Brown festé-
szeti médszertandrdl, s igy, tébbek kozott,
a képek el6készit6 munkdjindl haszndlt
Photoshoprél szélva, — azt mondja: ,Brown
festményei a jové festészetének mérfold-
kovei, mert egyardnt hatnak a képfeliilet
és az anyag eszkozeivel, és nem a virtudlis
képtér ellenére, hanem éppenhogy dltala.
Brown »képtdrgyai« folytonosan ingerld

petite for. He devours, engorges painting.”
His pop quotations (from the songs of Joy
Division, The Smiths, Ralph McTell or Lisa

Stansfield, or parts of musicals) as titles are

just as inseparable parts of his works as the

brushstrokes combining paintings by Rem-
brandt and Vélazquez. In each case, the fi-
nal result is an autonomous artwork, which
rebuffs both Benjamin’s criticism' and the
theoreticians of the avant-garde, first of all

Clement Greenberg’s cult of originality.

But the primary aim of Brown’s works is
not to destroy the originality myth.” His
painting mash-ups are not simply post-
modern collections of quotations, but pic
tures painted with technical perfection,
where the brushstroke itself may have an
independent life (see, e.g., These Days,
1994, a paint-statue, which is the three-
dimensional version of an Auerbach paint-
ing). Brown confronts professional crafts-
manship with the creative processes of the
modern digital image. His painting — de-
spite all appearances — is very much of the
21* century: to use Hungarian terminology:

techno-realistic."

Brown’s painting seems futuristic not only
because of the frequently appearing sci-fi
thematics (see, e.g., Bocklin’s Tomb, 1998,
after Floating Cities by Chris Foss, 1981).
Michael Stubbs — when speaking about
Brown’s methodology of painting and,
among other things, the Photoshop used

in producing his paintings — says: Brown’s

“works are markers for the future of paint-

ing because they are both surface effect
and material methodology, not despite the
screen but because of it. His object/paint
ings are in a flux of permanent conundrum
they anticipate and reach back into history
whilst simultaneously re-positioning his-

tory as future; as Hypersurface”.”®
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rejtvényként funkciondlnak, egyszerre

cifoljdk és idézik a torténeti festészetet,
mikézben a miltat a jévébe, a hiperfeliilet
szférdjiba helyezik."

Brown festészete ugyanis alapvetéen kon-
ceptudlis és nem technikai jellegii: 6 éppen
azon faradozik, hogy a festészeti techni-
kdt, mint olyat ldthatatlannd tegye. Ahogy
Stubbs is kiemeli, ez a greenbergidnus esz-
tétika ellenében hat, Brown ,azt a csaléka
ldtszatot kelti, mintha a greenbergi termi-
nus szerinti hamis képet, giccset litnank.”'®
Rdaddsul nem is 6dzkodik a gicestél:
virdgesokrok, kiskutydk, tiindéri kisgye-
rekek ttinnek fel képein, szinvildga is idézi
a rokoké porcelinfigurdk megjelenését.
De Brown mintha a giccs eredeti jelen-
tésére is utalna: a ,kitschen” kéznyelvi

14 értelemben azt jelenti, hogy 6sszetdkolni,

s ahogy anagy giccs-teoretikus, Abaraham
A. Moles megjegyzi, ,egy alsébbrendt
etikai gondolat huzédik meg mogotte,

Brown’s art is basically of a conceptual
rather than a technical nature: he takes
pains to make painting technique as such
invisible. As pointed out by Stubbs, it con
tradicts Greenbergian aesthetics, as Brown
adds “further trickery to the idea of'it being
a ‘fake’ or ‘kitsch’ object in Greenbergian

terms”.'

And heisnotatall unwilling to use
kitsch: bouquets, puppies, cute little chil-
dren appear in his paintings, and his pal-
ette also reaches back to the appearance of
rococo porcelain figures. But Brown seems
to refer to the original meaning of kitsch:
in the vernacular, “kitschen” means throw
something together, and as Abraham A.

Moles, the great theoretician of kitsch says:

“there is an inferior ethical thought behind

it, the rejection of authenticity.”” On tak-
ing a closer look, it can be seen that there
is a needle-sharp line pointed at the neck
of the woman’s portrait borrowed from
Fragonard (Tart Wit Wise Humour, 2007),
the bouquet seems horrific (Kill Yourself;
2002), the surrealistic vision of decay and
death is blended with the idyllic. The surre-
alistic approach comes to terms with kitsch,
and it is really the absurdity of the era after

Greenberg.

Creatures floating like amoebas swirling
in Bataille-like formlessness (informe)'®
(The Alabama Song, 2007); paintings that
are “beautiful” in a conventional sense (Al-
exandrian sense using Greenberg’s term)
(such as Boy with Bread and Butter by
Bertalan Székely) are turned upside down
(Arian 5, 1997). Some repulsive, disgusting
substance appears at the feet of the nude
without a head (Modern Movement, 2003).
Christoph Grunenberg, director of Tate
Liverpool, speaks of “abject horror” in con-
nection with Brown’s works."” The category

of “abject” (here: disgusting, repulsive) was

W

The Osmond Family [Az Osmond csaldd], 2003
olaj, tabla / oil on panel | 142,5 x 100,5cm
a Gagosian Gallery jovoltabél / Courtesy of Gagosian Gallery

On Hearing of the Death of My Mother [Amikor megtudtam, hogy anydm meghalt], 2002
olaj, tabla / oil on panel | 119 x 88 cm | magingyiijtemény / private collection
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a hitelesség, az autentikussdg tagaddsa.
Kézelebbrél nézve viszont azt is ldthatjuk:
a Fragonardtdl kélesénzétt néi portré nya-
kdra tihegyes vonal irdnyul (Tart Wit Wise
Humor [Fanyar Boélcsesség, Boles Humor],
2007), a virdgcsokor egészen ijesztének
tinik (Kill Yourself [Old meg magad] 2002),
a rothadds és a haldl sziirrealista vizidja
keveredik az idillbe. A sziirrealista latds-
méd kibékiil a gicesel, és ez mdr valoban
a Greenberg utdni korszak abszurduma.

Bataille-i
amdébaszertien tsz6 lények kavarognak

formdtlansdgban  (informe)®

Suffer Well [Szenvedj igazdn], 2007
olaj, tabla / oil on panel | 157 x 120 cm

introduced by Julia Kristeva, philosopher
and literary critic, in 1982 in her book enti-
tled Powers of Horror: “it is not the lack of
purity or health that causes abjection, but
anything that disturbs the identity, the sys-
tem, the order. Anything that does not have
respect for borders, positions, rules. The

intermediate, the twofold, the composite.”°

Instead of a loose mixture arousing fear
and disgust, however, we get an exciting
blend of citations taken from the history of
painting and from popular culture, a vari-

egated visual interpretation of art theory

Danielle és David Ganek gyiijteménye / Collection of Danielle and David Ganek

(International Velvet [Nemzetkozi bdrsony]
2007); a konvenciondlis (Greenberggel
szélva ,alexandrianus”) értelemben vett
.szép” képek (mint Székely Bertalan Kis-
fit vajaskenyérrel cimii festménye), a fejitk
tetejére dllnak (Ariane 5, 1997 ). Megjelenik
valami visszataszité, gusztustalan massza
a fejetlen akt ldbdndl (Modern Movement
[Modern mozgalom], 2003). Christoph
Grunenberg, a Tate Liverpool igazgatéja
éppen ,hdtborzongaté félelemrél” [,abject
horror”-rél] beszél Brown mitivei kapcsdn.”
Az ,abject” (a.m.: itt: gusztustalan, vissza-
taszité) kategoridt Julia Kristeva filozéfus,
irodalomkritikus 1982-es Powers of Horror
cim@ kényvében vezette be: ,nem a tiszta-
sdg vagy az egészség hidnya okozza a visz-
szataszit6, gusztustalan érzést [abjection],
hanem az, ami zavarja az identitdst, a rend-
szert, a rendet. Az, ami nem tiszteli a hatd-
rokat, a poziciékat, a szabdlyokat. A koztes,

a kettds, a kompozit.”*

Félelmet és undort kelté katyvasz helyett
azonban a festészet torténetéhél és a popu-
laris kultirdbdl vett idézetek izgalmas ele-
gyét kapjuk, mtivészetelméleti irdnyzatok
és jelenségek sokszind képi interpretdci6-
jat, egy olyan mash-upot, mely nem elide-
genitett-kisajdtitott mttdrgyak, hanem
a minket kortilvevé vildg és gondolkodds-
moéd tokéletes mdsolata.

Brown idézeteivel a ma festészetének egyik
lehetséges nyelvét keresi meg, mely — mint
lithattuk — nem 4ll mdsbél, mint mar meg-
1évé képek végtelen halmazdbdl. Ennek
a képi nyelvnek a megformaldsdban, meg-
dolgozdsdban kitiintetett szerepet kap
viszont — a zenei mash-upoktél eltéré
médon — a festészeti tudds, nem utolsé-
sorban pedig a képekre rdcsoddlkozé vagy
télitkk éppen undorodé nézé is.

tendencies and phenomena, a mash-up,

which is the perfect copy of the world and
the mentality surrounding us, rather than
alienated-appropriated artworks.

With his quotations, Brown finds a possible
language of today’s painting, which — as
we could see — consists of nothing but an
infinite pile of pre-existing pictures. In the
formation and elaboration of this visual
language, however — contrary to the case
of musical mash-ups — painting skills and
knowledge, as well as the viewer who ad-
mires or feels disgusted by the pictures,

play an outstanding role.

Tart Wit, Wise Humor [Fanyar bélcsesség, bélcs humor], 2007
olaj, tabla / oil on panel | 144 x 108,5 cm, ovilis / oval | magéangyiijtemény / private collection
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Laurence Sillars beszélgetése Glenn
Brownnal. In: Glenn Brown (exhib. cat.),
Tate Liverpool, 2009. 140.

Glenn Brown a kévetkez6 fontosabb yBa
kidllitdsokon vett részt: Young British Artists
V: Glenn Brown, Keith Coventry, Hadrian
Pigott, and Kerry Stewart.

Saatchi Collection, London, England, 1995;
Sensation, Royal Academy of Art, London,
England; 1997

A Miicsarnokban 2003-ban rendezték meg
a Micro/Macro. Brit mivészet 1996-2002
cimii kidllitdst, ahol egytitt szerepelt a leg-
djabb miivészgeneraci6 azokkal a miivészek-
kel, akik kordbban a yBa korébe tartoztak.
Richard Shone: From "Freeze’ to House.
1988-94. In: Sensation: Young British Artists
from the Saatchi Collection. April 1998.
Thames and Hudson, London, 12-26.
Dorian Lynskey: When Christina met the
Strokes: the song that defines the decade.
THE GUARDIAN, 2009. November 27.

The Strokes Hard to Explain és Christina
Aguilera Genie in a Bottle cim{i szdamarol
van sz6.

Nicolas Bourriaud: Utémunkdlatok: Hogyan
programozza dt a mtivészet korunk vild-
gdt. Ford. Jancsé Jialia, Mtcsarnok (Elme-
gyakorlat: Miicsarnok-kényvek 2), Buda-
pest, 2007. 5.

Rian Hughe: When musicians remake an
old hit, it’s called a cover version. When

a painter copies an illustrator it’s called fine
art. Eye Magazine, 2001, Tavasz

Copycat row hits Turner Prize, BBC News,
2000. November 28. http://news.bbc.
co.uk/2/hi/entertainment/1044375.stm;

A miivészi alkotdsok ,kisajdtitasa” keltette
indulatok széleskort megjelenése Magyar-
orszdgon sem ismeretlen: példa erre a Kis
Varsé Instaurdcidja (2004), amikor az amsz-
terdami Stedelijk Mizeum Time and Again...
cimii kidllitdsdn sajat munkdjukként dllitot-
tak ki Somogyi J6zsef Szdntoé Kovdcs Jdnos
hédmezévdsdrhelyi szobradt, s a Magyar
Miivészeti Akadémia, ,a szakma, a miivé-
szeti kozélet és az érdekl6dé kozonség™ meg-
dobbenésének adott hangot, nyilvdno-

san megjelent nyilatkozatdban. (http://www.
mmakademia.hu/allasfoglalasok3.php)
Francesco Bonami: Paintophagia. The work
of artin the age of manual production of
technical reproduction. In: Glenn Brown
(Exhibition Catalogue), Tate Liverpool,
2009. 71.

Laurence Sillars in conversation with Glenn
Brown. In: Glenn Brown (exhib. cat.), Tate
Liverpool, 2009, 140.

Glenn Brown took partin the following
significant yBa exhibitions: Young British
Artists V: Glenn Brown. Keith Coventry,
Hadrian Pigott, and Kerry Stewart.

Saatchi Collection, London, 1995; Sensation,

Royal Academy of Art, London, 1997.

In 2003, the Micro/Macro. British Art 1996
2002 exhibition was held in the M{icsarnok/
Kunsthalle Budapest, where the most recent
generation of artists appeared with those
artists who had previously belonged to the
yBa.

Richard Shone: From ‘Freeze’ to House.
1988-94. In: Sensation: Young British Art-
ists from the Saatchi Collection. April 1998.
Thames and Hudson, L.ondon, 12-26.
Dorian Lynskey: When Christina met the
Strokes: the song that defines the decade.
THE GUARDIAN, 27 November 2009.

The two tracks are Hard to Explain by The
Strokes and Genie in a Bottle by Christina
Aguilera.

Nicolas Bourriaud: Postproduction: Culture
as Screenplay: How Art Reprograms the
World. New York: Lukas & Sternberg, 2002.
Rian Hughe: When musicians remake an
old hit, it’s called a cover version. When

a painter copies an illustrator, it’s called fine
art. Eye Magazine, Spring 2001.

Copycat row hits Turner Prize, BBC News,
28 November 2000.
http://news.bbc.co.uk/2/hi/entertain-
ment/1044375.stm;

The wide appearance of emotions generated
by the “appropriation” of artworks is not
unknown in Hungary either: an example

of this is Instauration by Little Warsaw
(2004), when at the exhibition entitled

Time and Again... in Stedelijk Museum in
Amsterdam they exhibited Jézsef Somogyi’s
statue of Janos Szdnto Kovdcs erected in
Hodmezdévasarhely as their own work, and
the Hungarian Academy of Arts published
a statement on the astonishment of “the pro-
fession, the public art scene and the public
concerned”. (http://www.mmakademia.hu/
allasfoglalasok3.php)

Francesco Bonami: Paintophagia. The work
of artin the age of manual production of
technical reproduction. In: Glenn Brown
(exhib. cat.), Tate Liverpool, 2009, 71.
Published in English first in: Aspen no. 5+6:
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In: Roland Barthes: A sz6veg 6réme. Osiris,
Budapest, 2001. 53.

Walter Benjamin: A mialkotds a techni-
kai sokszorosithatésdg korszakdban. In: Ug:
Kommentdr és Préfécia. Gondolat, Buda-
pest, 1969. 301-334.

Ldsd Rosalind Kraussnak, az appropriation
art egyik legfontosabb teoretikusdnak ide
vagé kotetét: The Originality of the Avant-
Garde and Other Modernist Myths. Camb-
ridge, Massachusetts: MIT Press, 1985
Hornyik Sandor: Festészet-vita (3):

Technorealizmus és ,posztmodern kereslet”.

Az elmélet allegoridi. MUERTO, 2003. okt6-
ber. Erdemes felidézni azt a ,festészet-vita”
néven elhiresilt cikksorozatot, mely 2003
és 2004 folyamdn a MUERTO hasébjain
folyt. A vita célja — a terminolégiai és elmé-
leti kérdéseken tilmenden — az volt, hogy
megdllapitsdk, hogy a figurativ festészetnek
van-e egydltaldn létjogosultsdga a modern
miivészeti diskurzus szintjén, azaz, hogy
.korunk technorealistdi [mint példdul Kirdly
Andras, iski Kocsis Tibor, Kupcsik Adridn
vagy Gyérfty Laszl6] tudnak-e valami tdjat
és revelativat mondani a festészet tradicio-
ndlis nyelvén az ezredfordulé digitdlis kép-
kultirdjarél.”
Michael Stubbs: Glenn Brown: No visible
means of support, Shared concerns.
In: Glenn Brown (exhi. cat.), Tate Liverpool,
2009.108.
Clement Greenberg: Avantgdrd és giccs. In:
Jozsa Péter (szerk.): Miivészetszociolégia.
Gondolat Kiadé, Budapest , 1978. 93-103.
Abraham A. Moles: A Giccs, a boldogsdg
miivészete. Hattér kiadé, Budapest, 1986. 5.
Georges Bataille: A Critical Dictionary: The
Informe. Documents, 7:1, 1929. 382. Ujraks-
zolve: Allan Stoekl (ed.): Georges Bataille:
Visions of Excess. Selected Writings
1927-1939. Minneapolis: University of
Minnesota Press, 1985. 31.
Christoph Grunenberg: Capability Brown:
Spectacles of Hyperrealism, The Panorama
and Abject Horror in The Painting of Glenn
Brown. In: Glenn Brown (exhib. cat.), Tate
Liverpool, 2009. 15-28.
Julia Kristeva: Powers of Horror: An Essay
on Abjection. Columbia Univ. Press, New
York and London, 1982, idézi: Timar Kata—
lin: Porné * * * Obszcenitds és pornogrdfia
a kortdrs magyar fotogrdfidban.
www.c3.hu/~ligal/225.htm]
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The Minimalism Issue. Roaring Fork Press,
New York, Fall-Winter 1967, 3. Three Essays,
trans. Richard Howard.

Walter Benjamin: Das Kunstwerk im Zeital
ter Seiner Technischen Reproduzierbarkeit
(The Work of Art in the Age of Mechanical
Reproduction / 1936).

See the relevant work by Rosalind Krauss,
one of the most important theoreticians of
appropriation art: The Originality of the
Avant-garde and Other Modernist Myths.
Cambridge, Massachusetts: MIT Press, 1985.
Sandor Hornyik: Painting debates (3):
Techno-realism and “postmodern demand”.
The allegories of theory. MUERTO, October
2003. Itis worth recalling the series of
articles that became renowned by the

name “painting debates”, which took place
in the course 0f 2003-04 in MUERTO.

The aim of the debates — beyond issues of'
terminology and theory — was to find out
whether figurative painting had a reason
for existence at all at the level of modern art
discourse, i.e., whether “the techno-realists
of our era [such as Andrds Kirdly, iski Tibor
Kocsis, Adrian Kupcesik or Laszl6 Gyérfly]
can say anything new or revelatory in the
traditional language of painting about the
digital image culture of the turn of the
millennium”.

Michael Stubbs: Glenn Brown: No visible
means of support, Shared concerns. In:
Glenn Brown (exhib. cat.), Tate Liverpool,
2009, 108.

Clement Greenberg: “Avant-Garde and
Kitsch”, in Partisan Review, 6:5, 1939,
34-39.

Abraham A. Moles: Psychologie du Kitsch,
l'art du bonheur, Maison Mame, Paris, 1971.
Georges Bataille: A Critical Dictionary:

The Informe. Documents, 7:1, 1929. 382.
Re-published: Allan Stoekl (ed.): Georges
Bataille: Visions of Excess. Selected Writ-
ings 1927-1939. Minneapolis: University of
Minnesota Press, 1985, 31.

Christoph Grunenberg: “Capability Brown:
Spectacles of Hyperrealism, The Panorama
and Abject Horror in The Painting of Glenn
Brown”. In: Glenn Brown (exhib. cat.), Tate
Liverpool, 2009, 15-28.

Julia Kristeva: Powers of Horror: An Essay
on Abjection. Columbia Univ. Press. New
York and London, 1982, quoted by: Katalin
Timdr: Pornography * * * Obscenity and
pornography in contemporary Hungarian
photographic art. www.c3.hu/~ligal/225.
html




KAPCSOLODO PROGRAMOK:

A LUDWIG MUZEUM TEMATIKUS
MUZEUMPEDAGOGIAT
FOGLALKOZASA: ILLUZIOMANTA

Garantdlt érzéki csalddds, lenyligozd fes-
t6i viziok, vardzslat minden mennyiség-
ben. Vesd bele magad Glenn Brown sikba
feszitett, hdromdimenzids vildgdba! Mi ve-
led tartunk!

A vizudlis kultira legfrissebb jelensége-
it felvonultato brit festé munkdi elvardzsol-
jdk a nézét, és egyiittal miivészettérténeti
utazdsra is csdbitanak. Alkotdsaiban a mui-
vész ljra és tjra utaldsokat tesz régi vagy
modern, ismert vagy ismeretlen mesterek-
re — idézi vagy kigunyolja Sket. Korokat,
stilusokat, miifajokat, eléaddsmédokat ke-
ver munkdiban. Képei viharosnak tiinnek,
dm ha koézelebbrél nézziik, felsziniik telje-
sen sima. Illizié ez, ami csupdn virtudlisan
van jelen.

A foglalkozdsra elézetesen bejelentkezett dl-
taldnos és kozépiskolds csoportokat vdrunk
a Glenn Brown kidllitds ideje alatt. A részt-
vevdk egy vardzsdobozban ij dimenzidéba
helyezhetik a festé képeit, melyekbdl aztdn
sajdt fiktiv tdjakat btivélhetnek eld. A so-
semvolt vildgot foton megorokitjiik, igy egy
pendrive segitségével a zsebedben is ma-
gaddal viheted.

A foglalkozds idétartama 60-90 perc, els6-
sorban a rajz és vizudlis kultiira, mitivészet-
torténet és magyar irodalom tantdrgyakhoz
ajdnljuk.

RELATED PROGRAMS:

THE LUDWIG MUSEUM THEMATIC
MUSEUM STUDY SESSION:
ILLUSIOMANIA

A guaranteed illusion of the senses, amazing
picturesque visions, magic in all amounts.
Throw yourself'into Glenn Brown’s planar,
three-dimensional world! And we're along
forthe ride!

The works of the British painter parading
the latest phenomena in visual culture en-
chant the viewer, and, at the same time, en-
tice you on a journey into art history. In his
work the artist makes repeated references to
old and modern, renowned and unknown
masters — quoting or mocking them. In his
work he mixes eras, styles, genres and even
forms of presentation. His pictures appear
stormy, but if we take a closer look at then,
their surface is completely smooth. This is
an illusion, which is present merely virtu-
ally.

We invite elementary and secondary school
groups to contact us to arrange a time for
them to participate in the study sessions
during the Glenn Brown exhibition. Par
ticipants may place the painter’s pictures
in a magic box, into a new dimension, from
which they can conjure up their own fictive
landscapes. We immortalise these “never
once upon a time” worlds in photographs.
and with a pendrive you can put them in
your pocket and take them home.

The sessions last 60-90 minutes, we prima-
rily recommend them to be linked to art and
visual culture, art history and Hungarian

literature courses.

Csalddi délelgtt

Ehet6-e a festett sz6162

Csalddi program a Brown- kidllitdshoz
2010. februdr 6-dtdl minden szombaton,
10.30 és 12.30 kozott.

Ped.kedd

2010. februdr 09. 14.00-17.00
Miivészetpedagogiai miihely pedagégu-
soknak, szakembereknek és egyetemi
hallgatoknak.

LumiMini

2010. februdr 10-étél minden szerddn
10.00-13.00 kézott

A Brown- kidllitds megtekintése kisgyere-
kes sziil6k szdmdra.

Ingyenes tirlatvezetések
Keddtél vasdrnapig 11 érakor angolul és
18 érakor magyarul.

Infomedidtorok a hét minden napjin.
Exkluziv tarlatvezetések miivész szemmel:

Birkis Akos - februdr 13
Rieder Gibor — februdr 27
Késa Jinos — mdrcius 13
Kicsiny Baldzs — mdrcius 27

Rényi Andrds — dprilis 10

Family morning

[s the painted grape edible?

Family program at the Brown exhibition,
every Saturday from 6 February 2010,
between 10:30 and 12:30.

Teachers’ Tuesday
09 February 2010, 14:00-17:00
Art teaching workshop for teachers,

specialists and university students.

LumiMini

Every Wednesday from 10 February 2010,
10:00-13:00

The Brown exhibition for parents with
small children.

Free exhibition tours
Tuesday to Sunday. 11:00 in English
and 18:00 in Hungarian.

Infomediators every day of the week.

Exclusive exhibition tours from the aspect

of an artist:

Akos Birkds — 13 February
Gibor Rieder — 27 February
Janos Késa — 13 March
Balizs Kicsiny — 27 March
Andrds Rényi — 10 April

LU DWI G MUZEU M Nyitva: kedd-vasdrnap: 10.00-20.00 | Hétf6én zdrva

Open: Tuesday-Sunday: 10.00 a.m.-8.00 p.m. | Closed on Mondays
Kortars M(vészeti MGzeum H-1095 Budapest, Komor Marcell utca 1. | Tel: +361 555 3444
Museum of Contemporary Art info@ludwigmuseum.hu | www.ludwigmuseum.hu
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