arb

ra Freeman

The Crchard G-;,:l"n;:.":ll is o Daarr ':illr-
Coouncil lacility supported in part by the
Arts Council of Marthern leeland  with
Supfeard 'r.:-r il Edueahan and Communib
proarammes boen the Gulbenkion Fgund?-l
otion and privele sponsens,

Publishwec! by Owclword Gaolheny: Daerrg
Arls Cooncil of MNoethgrn
I reed o
Art Spoce Golery,
Lendon 1580
ISBI O BOFAEF 51 2

® arfist, the wrilers and the publishes

This exhibition & lor my mather Coraline

Price, hpecial honks ko Mary and Bernord

l-:::-l.:gh"r'l.' and 1o The Tyone Guthrie
rilre.



pointings and drawings
by
BARBARA FREEMAN

DE HUMAN!I

CORPORIS
FABRICA

FOREWORD

Barbara Freeman's art is not abstract These works are concrele expressions of
sensations encrusted with the sort of detail which, for the artist, locates meaning in
time and space, and for the viewer can eréate equivalent experience.

These works are made as & result of experience, not to describe it

In attempting to make a memorial to her mother Barbara Freeman has moved
aseries of works which focus on the fragility of human life pecling away the surface
of things and echoing the anatomical studies of Yesaliug, which she used as a starting
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Painting the Good Object
Fionna Barber

Intreduction: On Women's Painting and The Modernist Body

Almost twenty years have elapsed since the emergence of a sell-deflined women's art
moverment in Britain and America, with its emphasis on lgurative and didactic work
allied to the priorites of a feminist revolutionary politics. One consequence of this,
within the resultant debates among women painters, was relative marginalisation of
maodernist painting and seulpture as redundant despite the retrieval for feminist art
histories of such key fomalbe figures as Hepwork, Krasner or Frankenthaler Large-
scale abstraction also ended to be closely identilied with the gender-specific ideology
ofthe male artist and not without good reason, given the experience of many young
female painters at art colleges both during the early Seventies and subsequently,

Critical attention has however recently been directed towards the invalvernent of
women artists within non-figurative modes of representation. * Rather than being
restrictive, abstract painting can be seen a3 opening up pessibilities for women
unavailabie in figuration, where by comparison the production of meaning appears
closely determined. The initial impulse a memory, emotion or specific motil  thus
becomes displaced throwgh an emphasis on the language of representation, the
dynamics of paint on a flat surface. Barbara Freeman i3 one such artst who
welcomes the freedom afforded by such lack of fixity in her work, seeing the very lack
of precise definition of working modes as also connected to gender-

f'm not even happy with the distinction between abstraction and figuration. [ feel
there iz & great kind of Mow that goes backwards and forwards, and [ would have
thaught that's a ferminine thing  the discomfont with very precise categories. *

Yet 1o talk of the interrelationships of paint on a supporting plane clearly reinvokes
the discourse of modernism, which has tended to be reconstituted as the opposite of
feminism. Freeman perceives her relationship to both of these as highly problematic,
Living in Yorkshire during the late 1970s she felt very much on the periphery of
feminist debates on painting. Partly this was due to family commitments and the fact
that she was older than the majority of feminist artists whom she met; but more
importantly she felt that the didacticism which she saw within feminist art was too
restrictive, in that it tended to ignore the languages of art or any degree of artistic
autonemy Freeman's work at this dme was in a variety of media including carved
wirod sculplure, such as a series of Sa ces (1979-81) which (among other
things ) demonstrated a particular concern for the properties of materials themselves,
Yet Freeman's position with regard to modernism has not been straightforward
either On one hand she has a great admiration for the work of Rothko or Stella: an
the other her distrust of categories extends to the rigid codification of modernist
painting within critical writings, epitomised by the position of Clement Greenberg,
Modernist criticism furthermore, in privileging the coneerns of technical and formal
autonomy, simultaneously evacuates from the paintng any reference to the
importance of subject matter including the personal history of the artist. Yet it is

“&Ti?eff“h autobiographical concerns that the project for this exhibition has been
| d
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Painting and Experience

In the summer of 1937 the artist’s mother died of kidney [bilure at home in her
Londan couneil Hat. Barbara Freeman had nursed her through the last Hiness,
tending to all her physical needs; the relationship as a resull became the opposite to
Chvat at Che start of life between the small infant and her mother Indeed not cnly had
thee daughter taken on the rele of nurturer but as a painter and photcgrapher shealso
had the power w represent that relationship visually. Freeman took many photio-
graphs of her mothwr gt this tirmes afterwards they became one of the aourees for a
body of work concelved and growing through the process of mourning. Yet despite
the value of all of this work as part of a necessary adjustment to loss, it is clear that
these paintings, drawings and photographs cannot be reduced o a therapeutic
functon alone; rather they constitute a substantial oeuvire whieh engages with major
coneerns particularly of the representation of the relationship to the maternal body
within non-naturalistie means

In the plistowarks the image of the mother is always seen partially; not waniing o
seem intrusive, Freeman had phorographed only her face and hands, Negatives are
often superimposed, reversed, drawn or seratehed over Later works inthe series also
sometimes include reproduced portions of the drawings or photographed parts of

Phiotewark Tiom A Manbstas hetelaod 37 & Mem

the artist’s own body; however the working of the surface of the insge helps o
disguise the orlging of different components. Sometimes they become almost
indistinguishable, Frecman had used similar proeesses in her Manhattan Motebook
seeries ( 19T ), where specific references W locmtion have biscome eroded through the
combination of different images and working methods.

During 1988 Frovman akso began 0 work on the series of painlings and drawings
which largely supereesied the phottwarks, AL the basis of painfings such as Sacrum
of Palmar arc very procise memories  the laying of the maother’s head on the gallow
ar her aeeasional words, These memanes tended o be not sswel but verbal, or thae
memary of a bocdily sensation such a8 washing or brughing hair The initial highly
specific recolleotion the artisy has described as wriggering "o Sood of merrorios (..
witich ga to wiere Dwas smalland lookod nftor by fer™ Painting itsell thus beeames a
dynamic process of saoarehing for cquivalents 1o sensation and cmaotion within a
nexr- g retive mede of representation

The drawings Involve similar processes in their degres of experimentation. here the
surfaee is also fabeleated thraugh a kbyering of several sheots of Japanese paper, the
irrcgular shapes and variwble thicknesses providing an almost arkitrary effect:
Froeman particularly values the sensuality of tactile involvement with the process of
manulaeturd, The T, O .lc:'lllil! 8 and l'.:l;_'.'l':r'l'll. heenines transliieen: ]lkl": thin
tizsue or 4 skin containing the bady, thus reinforeing the 2ense of Interlority so
crucial to this work. Yot the skin |5 also under serating lisoll as a site of organic
processes, In Drawing No.I, for instance, the hesedly warked surface of the paper i3
wrinkied and cracked as in the process of aging and decay within the human body
The dravangs often include delineation with chareorl or pencll, but this iz reeely
gpecific enoudh to identify the drgan to which it ray refer Doawing No. Il conveysa
sense of densigowhich may be assoctated with the inside af the skl due bo the healy
wiorked mesdivum, pet ine ene 15 brought back to the surface agsin by the jagaed lines
which traverse the image, similar bo the funetion of the red streaks over the blue
pactoria] depths of the large painting Ivis. Both of these instances sugdest the motor
impulses of neural activity, physiological processes of which we are obviously not
conscious, Here however they are singled out and given a momentary fixity



Barbara Freeman pasieularly calues wihat she torms ad an Sefleine method of
Working, 1n the senae thal the act i3 ndot I'Ili'ff:‘la.‘:i'll‘il."'.' LN eratnn rl:n' 1he ArUE at the
time bat 15 wnderpinned by uneonscious assecigtdens. The use of racing in the
drawings iz a clear example ef this. The artist had ingtialby intended sing photooopies
from Viesalius, but duee 1o cireumsiances had te trace thee imape instesd, inthe act, she
reanean bered how as e hild sbee o freguently traced ircges in order to “Tad ot e
foerrn e Mgy ™ Like the tracings the names of thee paintings ane also derived from
Vesalins  balh Tmeods af caralvass [or e ewer s engagerment witn the ayering of
the work, Frecman has frequaently stated her discrastof deseripaion as a negaresent
ationial avsiern, bed anly wiven it becomes & rigid codificaton of sigans. Within her awn
wor i description funeteons differently &s one compornent within a dynamic pacloral
practice which hinges on the evacaton of meaning. The finished wark thus is a
||r|u:||'.|-l af dgradual metpmorphosis of aninitial stimuius thraogh a series of painterly
erpavilents  tiee colligrephic sweep of hlack in Flewem, or Ehe ase of geint -dredged
lissuc an thee surface of many of these works, Glearly there are sammilariics with
Frgnad's somaelvsis GF e Torenation of decarms, whereby what s eemem bered on waking
15 Lhee product ol any number of irmpulses and desires in the uncon saous mund. 1n the
dreamwork these are subject 10 processes of displacenwent and condensation
wheerehy nitial emaotions and impulses became repressed and transformed; the
resnlt fnding ik wag into consciousness Uos stands in for tee dyneunic interplag andd
eoptradicton of forces withon Be gnconscieis

Sacram Acrylic amd Besae on casvas 124 % HEzm
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Language and Reparation

Barbara Froesman s representalians of the pelationzhip hetween maothor and danghies
ciah omly ke intergpreted woa certaln padn by reference 1o Fraoad alone, The ek of
chis ctbon etween Lodies o the plootat aphs or e abscocs of distioction Betwoeen
Iwidy graria e He g laogts and di awings boins Lo sug@esl & pEaress of narcissisbe
wentificaticon, This imphes that the daugiter perceives hersell as similar o the
mather not only for the abviou s anatomical reasons but in that the doughter bas now
taken on the matermd nurturing functien. In his writingls Freoud had aeclaimed the
mather-duughier idermification as i clear resalt of the Oedipuas somples and hegose
reassering womnan's serondary statops throughoul her fe Julia Eristieva oweer
witile in agreement with Fread on the imporianees of tee Oedipal stage Gn the
ndividual's develgprent, appears (o recogruds a much more allirmative aspect of
thhs dentificatan, * This applies pardcularly @ the adubl woman wha s herself &
morher  as indeed was the ardst Barbsara Frecman:

.|"|:I-',i.':fl.':".'.'j,' Bty eFen IVeRFREET SRS RO AR W Fonp ined b she bevsamen. ahe it
Qoo ey oeontfeer; ARy e i saine condlaily ifereniianing seds 4

Bath Freud and Kristeva would coneur that the repression of the knowledge of
castration which cancludges the Cedipal stage has particular consequenoes for female
inclividuals There ison ane lesel o regssertion of pre-Cledijal patterns olidentification
with the other althoagh now prodicated o Ehe swarencss that siee [TRe the meother
B ks el prlalles, the sigoilier of power and thee possession of laoguagde within the
syenlaplic sacial order Hers howeier S pistescg aimes Dasther Yo Peoud in b Tocis o
[Eve prowiuciiomn of meeaningd wittuin the pre-Cedipal pecood, o psychoanalytic theory
tewe chald's speeesslul acgusition of ngeags 15 a mark of ber or fus entry inle the
prevEl-Cledipsal aymbedic acder regulated by (im Lacan’s germs ) e Law of the Father
The pre-(edipal domain is thercfore also pre-lingaistc, although the ehild is
graciually bhegloning te make differentadons beowern hersel? and the rest of the
wirld, and oo expericnee heterogenous drives, pulsions and sensaticns. Krisuoa
wssocjanes these withe a notion of the semiotie in opposition to the svmbolic doemaio el
language, and she semes them as collected together inowhat she teems the ehora. This is
astate of continual matter and fuidity which Kristeva also designates as anisrior o
and underlving hguraton ... ) and anly admoat] g ) analogy with verbal or Bivebi:
rhythm =
Cibviogisly this description of D prodge don of meaning wiithowd Dgovaion s smilar
In Barbarg Freveman's desre o s work 10 dreaow PO SRRt ouplside ol
Fnguage sl 1o proviae visual equivalents for them, Preeman very clearly identilaes
thesse sensatons ad exashing before language and derrang primardy faem the child =
relationshipwith the mother Thisatm was one facilltated Caltbeowgh ot inktiaed ) b
her reading of Melanie Kleln, whose psychoanalyiic work was carriod out primariiy
with sipddl ehildren, and which forussed extensively on the mather o hild rolationskip.
Elein developed w theory of odaject relations, which derive initdally frem the childs
relation to the modher’s breast before the acguisition of language. Unlike Freod,
Flein arpued that the infant ego had avariety of means ol organising its refation tote
wiorkl, such as defending dsel teom thee theeeatl of the bad abject oF takmgg ontooatsoll
pereerved aspacts of good and bad abjects, ® This notion of introjeetion Klein st ane
palnl develaped in eelation to the process of mournings again unlike Freod, wimn
emphasized the work of separation of the ogo rom the lewed shject, she argaed fora
process of reparation wherehy the dead person is incorporated amd resiorst within
the ego as a good oect. © Howewver in order [or this to take place, the adolt
ungonsciously reactivates the cxpenience of the infantile scenarie of loss and

—
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riepirilioe Thed gl e ool boee's Deesas . 103s Lhrooghs thds process of inoojection than
The imedie deil graciuadby Cormes Lo lermmg wild Arich and Less.

Once again thers wre arslopics with the work of Barbara Freeman, not only in ber
desive Loomeke an pxhibition for her mother bt alao in the fsauneras Dol of
Incentificalion and serioriy common to peindngs, Sravwings and pratowsrks feee
et the project alastioolaion of pre-linguistic sensatons and drives s rantridiclory .
given that rthe individual's coiey into e social order iz one predicared upan Lhe
a0 uiaitlon of language The pre-linguistic procosses emphagized by Klain howess
are alan analngou s to those in Kristeva's notion of the chora ® Krizteva argoes that
tese conlinue W loneicn throug hous adelt life in the Soro of che semdcte, exlezsing
trand creating the lmils of spoken lunguars within the symbalic samal arder

This darnain of the samintic necsiona by ircupss into specch in she form of poetiz
langusge, aspeaking positivon which she lerog the Fonining  withoos resteicting its
uae wwornen. Kriateve's ideas ware developed] particolecly in reference b writers
such as Langréameant or Mallarms, vet there are obeeous implicalicns Tur modeeedist
petinlingg also, ®

The productiorn of signa which canncl ba redocel e spoken bnguag: is o kowissoe
wilbiin this worx by Barbara Freemcan, Canneal 1o this is Wb wrea ol personal
expericnes g9 highly encoded and allusive & priorily which Fad beer lacgely
erapnacd witiin inedernist explanatons for painting, The work here moccoves, iz
not just the product of the reaparation of individual nss Dlicadely it is mocernist
peinling wiich is aleo restored; it becomes ones again the good o el
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I BEGAN THIS WORK WITH THE INTENTION OF MAKING A MEMORIAL TO MY
MOTHER. | WANTED TO MAKE SOMETHING SUMPTUQUS AND GRAND FOR A
POOR WOMAN WHO NEVER HAD ANYTHING. BUT NOW THAT [T IS ALMOST DONE
I 3EE THAT WHAT | HAVE PAINTEL I35 MY (%N MEMUIEY

Modernily beging with the rejection of the preconceived frame of reference = e
inspiration comes fram a pre-verbal or primary source wirere the transiorming of
miaterialinto an Ides does not allow descripton * the immediate physical contact with
filmn, the nearness of the image, the automatic muscular control of its speed * rather
55 8 glen depotes something without describing & = the fact that as T work, mgy
impulses and reactions towards the hlm translated themselves into muscular
impulses * her fral body fead me to imnages it Grap s Anatomy smd the llustratdions i
Fesafius = it comes to life out of the energy of my muscles = now Sy doeos nod meea
that | am using these anatomical images * the Rolleiflexwhich 1 can hold in my Bagds,
steady with my neck, press against my chest » Sseraim, dhe dast bone of e spime= nol
i mny percepiual way ol theye are seen -but s they are feft » walking about Morion
Feldman and his string quarctet  four and a half hours, over six hours. People asked
him how he koew it was finished and he sad he didn'tknow it just sort of disd of ald
age * and hold my breath at the moment of snapping the shutter * Fes e guiesen
down and Hhen ey become themselves » A eromplod eounterpane or 8 ray-of
surriight on frer face s it stops making demands on you = L0 Sonenr our cluserness e
that confimed space wo sharod= and go you leave it = or tha Bolex, wath the vibration off
the mator running down my arm = 4 REPRESENTATION FROM THE ANTERIOR
ASPECT OF THE B BONESOF THE HUMAN BODY » like a cat it permits Itself to be held
warmby = ‘Ls raisons de vivre sont autant de raisons de mourie pour Sauver &8 qui
donne un sens i lavie' =1 think, she said, one mustatleast begin towork with 1hFh1||11.'
feelings * ARTICULATED TOGETHER = f weertt o see this mathematician in Leeds who
todd me about sxpanding and contrecing grids. Every measurement imposes g grid
an reality. How does mathemstical shoughi map back onie the HW"-:‘-” How does
pictacial thaughe Fnever stop thinking about this = ome must at beast begin work with
the hady fecling. Once established we understand esch other and can work better
together separately = A moment arrives when things must change._at the beginning
of this CERLLEY the frame was suddenly shattered and the consaquences Wers Works
which generally speaking had no need of formal musical concepts * an Rer grave we
wrole He strong and of good corege = im this way the past becomes more important
and iz, at the same time, dizpased of * since I've become more responsive to the
distanee between a table and a chadr, my soom has become infinitely larger than
before = Al soris of spaces are possibies shallow, deep, contradiciory= so that puts an

col taxt by
Barbara Freeman

ETI- il
end togoing for walks = foward ambiguities of space and & sord of Isvering in wiich
one IEyer can couie up i frond of or fude belund another= ghe was mother, provider,
Movsekeeper and merything else that we knew= itinvolves an assimilation of the past
in such a way thal memory can dispense with = and it can’t be generalized into a
urtiversal ideal = all serious comventions are aboul ome thing only -how o make sense
of life = IT three days g0 by and you don’t go out on the stréets of Manhatian there's
something drastically wrong! « This makes possibfe all sorts of fronfes and reflections,
LNPEFEE Rl & posiifve space © the pleasure of an outing to the forest has disappeared
completely for me, becanse one tree on g Paris pavement is already enough = fes
ERtenition Ehat crosses bandarios, Joans comniires = you can fake & (riodro and pool off
the space in favers ke * THUS A5 FAR AS [5 CONVENIENTLY PRACTICAL THE
NATURE OF THE MUSCLE FABRIC IS EXPOSED TO VIEW = Fou don T remeniber in
Ararnd tobals beed fn comtersle deleils; Sorough very precise sersatfons recalled = and
when they've been absorbed, the memory cian reject them becausea it has aken what it
rseds and couldn™ care less about the rest = there are twenty crucial mimubes in
painting = the closer [ get to that time the more intensely subjective | become  but the
minre abjective too © it may be thiz doubt that moves and locates sverything * In this
wiay the past becomes important and 5, at the same time, disposed of * its clear
there's a whole history within each painting; many moments in time superimposed
on each other = One treée is cnough for me, the thought of secing two is Trightening.
Curicusity to see things essens, because a glass on a table astounds me so much
migre Phan biefore = thus pre-perspociive space 15 guite wolife hat of say, Caravagsio,
wilich i canfinuows; you can bore inlo the Besh of Caravagaro’s space » freed from
the necessity of describing a particular person = the possibilities are endbess. The
whale of man’s cxpericnes becomes his model, and in that sensa it can be said that all
arts is the portrait of an idea * neadity & whicl the wark refers is the problem of haw
wes Ereowe e onn B, We do tlifs through reconstruction of memrory, Srowgh very
procive sensations recaded = and for me the coneept of modernity invoboes frst that
state of circuwmstances in which thinking cannot be physically adapted to things as
they exist, in which thought must invent, for expressive purpeses, the formal
structure of invention itself.

THERE LIE HIDDEN IN LANGUAGE ELEMENTS WHICH EFFECTIVELY COMBINED
CAN UTTERLY CHANGE THE NATURE OF MAM... ... 50 PERHAPS WE CAN
DUTGROW TIME AND SUDDENLY FULFIL ALL HISTORY ESTABLISHED AND TO
COME.

Boulez Deren Giacomettl (uston Vesaliusg Hothko Macdiarmid (and mpeall}
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A conversation with Barbara Freeman

Kevin Volans

KV: 1 would like toe know ey you paint absiract prntings

BF: Its 1o do with the problem of achicving the cmotional impetis in @ palnting, |
always discover that when | stare deseribing things, 2 pinting can go wrong, butif
fined an abatract equivident to the kind of seasation [ want, it works, The emotion
bieeaies cloarer wien there is nodescription in the paimtsng. 5o 1 don't paint abstract
pintings in a didactic way  they turn out like that, even if | start with elements of
FEpreseniation.

A Lot of oy painting is abouwt how things are felt, not how they are seen, Behind every
painting there's a sensation or memory that's imbuaed with emotion

EKV: Would vou say this was opposed 1o an intelleciual or coneeptual hasis

BF: Yes, hecause when | madescuipture it had avery strong concegtoal bisis; and L
had & very systematic procedure for how it was made, The development of the
procedure was often part of the subject matter of the seulptures, Then | changed to
painting, in away becauss D wanted to start teying to use “fragments’ of reality of
visual reality o ey and imbue them with a particulae emebion. | wanted (o be mone
aulobéographical in that 1 wanted o use my own experience rather than some
concept for making a painting, So they are definitely not conceptual, and Um very
conmgeoud of the change

Painting lends itself o improvisation & lot more. 1 like the fact ﬂ'-_itl- i punbing can
tokEl |:." ol g in ;|_.:|u_:||' | kv some se |_|_|,'||:'|j]'i;"E oan, bt naot the kind of :’Il:":1!|.|‘:ltl. rel
was making,

KV: Before we go any further would you say 10 was prrtieularty diffieol o be an
absteact painter today?

BF: I'd say it's unpoplar

K¥: Wiyt

BF: Well, Ive abways sssumed thint the seventies’ move towards lguration wis ke a
feilure of nerve aboeot abstraction, There was a bot of very banad, oves-simplified
svstomatic abstrsct paunting, and particular critics talking about the ‘Tailure’ of
mhstraction

KW: [ wou think they were confusing coneepiualism with abstraction. Fm talking
aow of course, a5 a composer for whoerm a congepiualist is somecne win leis @
precancelved iden of o pieee muould every detail as well as the form, rather than letting
the magsleal material determing which way the puece goes,

BF: Yoz | think they weren't actually chear what ghstraction meant Iowas very glib to
goaround saying that abstraction had failed. bt loads of people seemed 1o be doing 1!
| have 2 feeling this ‘new” Kind of figeeative painting alse involved " new right kind of
shinking, whatever its astensible subjiet matter

KV: Would you say that your panting ||_',-=|[|:.' follows on the traditions soL up in the
fifties and sixtics  that you are trving 1o 2xtend them?

Pallmar Acrylic ard mstalhe piwder o/ pageer TE x Hdem

BF: | hope I'm wtdng w0 extend from Busslan constructivism and people like
Malevich, 'm trving to eciend, inmy way bovond people ke Kandinsky, who came to
::!h:‘-ll:i:l'li':.lrl in a VETFY S.0W roundabout f;a.:'l;i-:.-:'l. and E-‘If.-ﬂ-]:ian. wha had a kind of
prvcradi by simphe system for making things that were immensely complex and, bo me,
immensely emotional. (Some people call Mondrian cold  1've never understood that. )

KV: It's interesting you sheuld say that, beemase in your pietures | 5ee sometines
almost a confliet betwoon a constructive Xind of painting (Mondriae) and an
improvisation { Kandinsky k. Would you say you re consciously trying o combine
bopth aspects of puinting in your work?

BF: That's quite a good thing to say One of the centeal problems of the 20hh centuey
has been this nodion of the difference b etween the general and the particular  how
ean you infer a wnlversal thlng from parteuatar things? For example, inJames Joycee’s
Ulyvszes' the whole thing happens ina day in particular places  everybody makes &
fuss about the fact that »ou can virtually walk Dublin through the streets that he
names  yet the book i avery wniversal book 1T had to label things in the paintings |
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wasld say that a lot of the gestures and spontenesus marks are like the partdoular
arud the sense of structere (which s always very sLeong in my paintings ) is organising
them into something more universal, yes.

KY: D've noticed with most of your paintings, there are at least two different viewing
pointe demanded of the spectator  close up, where pou're more aware of the
improvised, the particular. .

BF: The mark making ......

KV: .and you have to stand back to view the larger forms. You could almast say
there was & conflict brtween amorphic, textural detail and very geometric strocture.

BF: Yes, there's a conflict. [ don't see this as a problem. Ome is always trying to unite
apposites, abways trying to (it one sort of thinking on to another [ ean’t imagine
mysell actually doing something like, say, abstract expressionist painting. 1 always
seem o have a desire o structure it as well, and the strocture doeesn't come
afterwards, They go along togetiver

The reason | like to use a ol of surfece incident in my paintings has something to do
with the fact that | ance made sculpture [ almost like paintings to be différent in
different ights. 1 like 1o feel there is a play of light across the surface, and that the
painting wauld change if vou put it somewhers elae. Also, itasserts the materiality of
thue stafl that I'm using. I8 turns it back into material, 20 iUs not deseribing something.
Its itsell.

KV: And the owerall strocture? Would you say there was o nostalgia for the
Renaissanes in your painting?

BF: Well, | love the Renatssance. [ love Giotto and Piero and Botticelli, besause the
dramas they portrey go onwithin an architectore, However mangy fgures are rushing
abour, and all serts of things geing on, the final offect of those paintings is o calmness
which comes from the steucture, When I'm painting, the painting seems an incrediblec
mecss wantll @ cortain pe of calmness comes over i The structure becomes stronger
and | recognise iLas something Dwanted b madoe So bo e Dl cal inmess is important
i the proeess of work; and the struciure brings Wie calmoess,

KWV: Iz that when you stop painting?

BF: | think it was Jasper Johns who sald & drawing i3 finished when there's no maore
energy lefi hetwesn you gnd the drawing. But unt] that happens, you go on working

Actually there's a lot of irony in my paintings  alot of gestural brushstrokes which
could portray energy and activity and angst, and then the structure which calms it all
down. They're ot macho paintings, although some of the technigues arewhat could
e called macho.

KV: If 1 may play desil’s advocate for a moment, would you say this desire for
structure and calmness and even the general’ §s a litthe futile® That it docsn’t reficet
the diflrection, the lormlesaness of our society?

BF: Well, it"s very hard to have any sense of the universal, even more 5o new than in
the early 20th century [ imagine that in other times people had a more cofierent
social structure, The way vou earnesd your living helped to describe whers vou werein
saticty Your relationships be other people, the way in which you could form groups,
identified you in ecrtain sorts of ways whercas now you can be anywhere and
snything &ll af the time,

[ suppose the main thing thas gives my life form s the Fact that P marsied and have
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children, Which means you are committed to samething throughout your life. Sothat
Aives e form; but] don'tthink sockal structure can any more give you form. IUs hard
to Incare yoursell in a coherent enlture.

| think a coherent culture only exists when you have mythologies or religions or
these universal ways of looking at the world, This I would call the general, Does that
make sense?

As 1 said there's a eonflict, bae | don't see this as a problem. Thers may be no centee,
bart. i thar's what we've got we aught to embeace IL or mabke nurselves the centee,

KY: Does this search for the general aeeur within the making of a painting: do youo
pre-plan the work at all with preliminacy sketches?

BF: Mo, | don't make any preliminary sketches. Sometimes | would do & smaller
pasnting, but it woulkd have nothing to do with the final form of the big one.

The patntings certainly take a long time and they go through all sarts of stages. You
can wateh how 1 discover the final image, Becaose | cortainky don't know whatitis to
be when | start, There are times | regret that zome bits have gone. Sometimes [ throw
away lots of things that [ Like, ] have this notion that there’s a perfect match baoween
what] feel and what's on the canvas, and 1 don'tgive it up or say its finished unt] 've
ot that match as true as 1 possibly can

I feel that what 1 da is lixe an open book  nothing is hidden. | hope that nothing is
pretence. [Es all there. I0s winat | do

EV: Tell me about subject matter

BF: These pictures are about my mother's death and may childhood: they started off
with images of my mother's flat, and this crumpied counterpane, Now they are
shifting weight; the drawings, for instanee, are covered with these bits of anatomical
tracing and it's ne longer my mother's body, no longer that particular experience, bt
a more universal sense of fragility. | think that the drawings, although they are very
dark, are about fragile things, They are made on torn bits of paper that are
reasseEnbled with issue so the paper surface is of different textores and translucent,
like skin. There's this sense that your life is very fragile. Your mother is always
between you and death; when she goes vou know that vou are next in line, The sense
b feagility becomes & metapdwor [or mortality,

I's almnost like discovering memories [ thought ] hadn'tgol. You discover them asyou
paint, Thereare some quite peculiar elements that go om: for some reasan Y e B
notion there should be a red bit there, and you can't deseribe to anyone why thet
should be.and after 8 while you realise exactly what that bitwas  there might have
been red, say, on my mother's kitchen lino. Buti mmediately you also have the notion
that red is blood, red is &l sorts of things. All sorts of analogies come in with just
putting a eolour down. You don't alweys understand what you are doing. [ don't,

E¥: Matlzse in Jazz' wrote: In arl, truth and reatit in w omger
i . ity begin when you no |
understand anything you 4o oF know....,

BF: Inaway it's almost as though the painting is developed through a series of NOT
understanding and just WOT predicting what happens. You co u'uj“slﬁ there and say-if 1
put & red here and a green there, they'd balance one anather as complementary
colours. That's very systematic, But if you Just wait until you have an intuition that
wou should have red there, while vou're painting, that ved takes on all sorls of

meanings, and though it's “abstract all sorts of allusi il I
in the outside world. usions will grew. Allusions 1o things



K¥: There is somethingt Bewys said that struck me  saying he wanted to go beyrand
the visual image and [ think that's more or less what you are saying. You may start
with an image; then as it were you paint it out and paint bevond it. In ether words, »ou
dixn 't actually eompose these paintings?

BF: | eertainly don't pre-compose thetn

KV: Youare 5.:.1_:.ri g that becauseitisa HGCEES thatis on the canvas, in v end iLcan't
be a composition { i the sense that you e put a ped there and a green bere o lanee
it ). It's more thvan composttbon, because is ke composing plus the history of its own
compasition. That interesis me because of whiat Morton Feldman was saving about
scale; that he felt composition was no longer an issue inomusic, but scale was, You
know he collected antiaue Turkish rugs and he used this analogy He explained it by
saling thisl & ceFLAIN PAWSTR G & rug wollld be repeated on a much smallér rog, bat
only at the same scale, Things staed the same size, because the scabs of an ohject is
terribly important, And | feel that applies w your pietures as well. The scale of your
br ushstrokes do tend (o change a WL with the very lirgeworks, butin asenseil’s still
the same distanoe as you stand back from the pactuee; the same bwo distances, so that
the acale of the thinking remaing,

BF: You know, I've been dofng these drawings recently, | thaught it would be nice to
do same smaller ones, [ coubdn't do it becanze each mark wag too big for the size of the
paper and [ couldn’t make smaller marks, 1 even tricd with a pen or o pencil. As
though the marks on the drawings have their right siee and D eoubdn 't get them down
onto a smaller plece of pager

KY: S0 youwork more by reaciion tham by calculatoon, Bat e catci in this, suroly, is
that vaur have ta be hiﬂhi;.'-(*dun:h*d. if there 15 0o calculated craftsmanship in your
winrk, then, if your work 15 1o be distnguks e From finger paintingd vou hawe to have
in enormous knowledge of what NOT to do,

BF: lthinkits imeredibly important o & now and undesstand past painting: but each
pasinter creates her own history And the history | know best is the history of pictorial
itructures that tells me when I'm repeating mysell or repesting someanse else

But you have o tove them as well as know them, | think you most have & certsin
g rede al hiumility about not understanding how things come abouat, so long as vou
can recognise that they are right when they do come about, To me, its 8 danger 1o
prediet and plan

KV: Arewou prepared to say thatit's an artist's responsibélity vo be educated? [ think
i3 impariant

BF: Of course. But | don't think it means that the viewer has always W be oducated.
KV: Pt wou need an sudienes that troses vou, and ¥ou liave to earn thal 1Fust,

BF: Itdemands a responsive public who are prepared to sitand listen’' to g painting |
like the word listen becase it lelps them spend some time..., [ like that experience of
slowly discovering a painting and finding different things in it [ don'e like ivwhen the
wihode meaning 1 up front and there is nothing to discover §think that the painting 1
do respects the person whe is looking st it, if enly they are prepared to look at it
longer Even if | had less viewers, I'd prefer to do it that way You hive to respect the
viewer but not play on the most obvious thing in the viewer's mind,

One mustn't always succumb o the surface of the world oot there Alter all, most
people experience life in very similar ways.
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A note on Barbara Freeman
Leland Bardwell

"My fathor wonrt ol For sl and ofips, We pever saw Jine again, " "My mothers
et daeed for Mane Wowd, ™

Thare was a war on. They were bombed out several times, evacuated, dragged back
to Londan, new accomadation somehow found. The ‘eountey’ was a foreign
threatening domaln to this adamant Cockney woman.

Determined e keep the family together her mother fought all attempts by the
authorities to remove the children. She rebuilt each new home, “took in” work.

In spite of this unsettled life, Barbara remembers these carky years as happy ones.
She remermbers a step here, a window there, an old chair, a cat, They all warked,
made artificial ﬂnm‘.rs., pogipies for Remembrance Day Her mother searned the
ttter they lacked originaliny

"Are you not. bitter aboul my father® Her mother answered simply “War does
strange things o people,”

For this close-knit family the outside world was a mystery When she was bright
enough Ba get inte Highbury Hill Grammar Schaal she found herself in a
surprising milicw; here were girls with “ordinary” homes and fathers! She was
faced with a brand-new set of problems. Simple things like joining the loeal Hbearsy
had to b dome with caution: she watched first ta find owt kow yvou flled up the
card, what steps you ook how you spoke o the librarian, Always a perfectionist
sha fad a horror of "doing the wrong thing' But she became an avid resder even,
in timee, described as the best read art student in London.

If & similar masiner, whon she was given a place in St Martin's School of Art,
problems like entering by the correet door assumed unusual proportons.

With the influx of many nationalities after the war, Cockney solidarity had begun
to crurmbde, “We lost all sense of belonging to anything” So when she found a
facility with clay she didn’t then feel she was part of a great European culture, She
simply did what she could and did it well,

For her mother “art’ was as forcign and inexplicable az the countryside had been,

But once on thiz trail, Barbara persisted, keeping hersell by charring and factory
waork.

Gradually Barbara’s brother and sisters left home as well: her mother's lever  “she
still pleased men™  gone wo, She worked on alone. Occasionally Barbara woubd take
take her b her new home in the country  and although the fogs and unexpected
forms still made her nervous she Began 19 take an interest in Barbara's garden,
sowed a few seeds. Look, look, potatoes, beans! Buat she knew she must live oul her
days by the yellow lamps of the City Road,

When hier last illness came Barbars took her away from hoapital. “I'm taking my
mather home™ And watched Ty e tilt zhe died

Her mather 5 in ol her recent paintings oot fguratvely, of course. Buat her
presence, her Nesh, her nervous hands are a pervading influence, The Bscuit
browns, scarlets, witer-blues. I vou siand, G5 it were, on p-toe and look within you
goi the Mesh and form, the quiescence, the invisibility the suggestion, T anciens
face 5 faded leoang s memory of sap, intestines, bones  spring greens, blood
purpbes, poppy red, The nearness of kindred Desh, A latent image moade manifest.
Sl rovwarrads e Wil fears andd an apriaiiorr of anads

lamn irpartand b ber She comes and ghoes,

Each marming it is her face that repiaces e darkmoss

It me sive has drowned a Joung gl .-

Svivia Math.

Druwlng i T4 x T2cm



Barbara Freeman was bornin London {1937 and studied at St. Mertin's, Camberwall
and Hammersmith Colleges of Art, (MDD, 12627, She has taught part-time in several
colleges, and has wavelled widely Ehe now lives and works in Belfast.
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